RAPHAEL 


GALATEA 
*J7(zAs 


RAPHAEL 


ADOLF    PAUL   OPPE 


WITH  200  PLATES 


METHUEN    AND    CO. 

36    ESSEX    STREET    W.C. 
LONDON 

4 


First  Published  in  1909 


CONTENTS 

CHAPTER  PAGB 

LIST  OF  PLATES, vii 

I.     EARLY  YEARS,         .            .  '          .            .            .  .  .1 

i.    Birth  and  First  Years,  .              ...  1 

ii.    Raphael  after  Giovanni's  Death,            .             .  .  .           7 

in.    Perugia,              .             .             .             .             .  .  .         1£ 

II.     EARLY  PICTURES,  .             .  .  .  .  .  .18 

i.    Introductory,     .             .  ,,  .  .  .  .18 

ii.    The  Large  Compositions,  .  .  .  .20 

in.    The  Madonnas, .             .  .  .  .  .  .31 

iv.    Small  Subject  Groups,  .  .  .  .  .  .37 

v.    The  Vision  of  the  Knight  and  Timoteo  Viti.     The   Three 

Graces  and  the  Antique,     .  :»    .  .  .  .42 

III.  THE  TRANSITION  PERIOD,          .  .  .  .     '       .         49 

i.   General  Biography,        .  .  .  .  .  .49 

ii.    Perugia,  .  .  .  .  .  .54 

in.    Florence,  .......         56 

iv.    Urbino,  .  .  ...  .  .  .60 

IV.  THE  ART  OF  THE  TRANSITION  PERIOD,        ...         64 

i.    Introductory,     .......         64 

H.    The  Madonna  and  Child,  .  .  .  .  .70 

in.    Madonna,  Child  and  Baptist,     .  .  .  .  .74 

iv.  The  Madonna  Enthroned,  .  .  .  .  .80 

v.  The  Holy  Family,          ......         82 

vi.  Subject  Groups,  .  .  .  .  .  .85 

V.     RAPHAEL  AT  ROME,          ,  .  89 


CONTENTS 

CHATTER  'AG« 

VI.     ROMAN  ART,  .  .113 

I.    Stanza  della  Segnatura,  .  .  .113 

n.   The  Disputa,     .  .  .  .  .          .  .117 

in.    The  Parnassus,  ...  .124 

iv.   The  School  of  Athens,  .  ....       127 

v.    The  Fresco  of  Justice,  .  .  .  .  .131 

vi.    Early  Easel  Paintings,  .  .  .  .  «  .136 

vn.    Stanza  dell'  Eliodoro,    .  .  .  .  .  .141 

viii.   The  Sibyls  and  other  Decorative  Work,  .  .  1 54 

ix.    Stanza  dell'  Incendio,    .  .  .  .  .  .157 

^x.   The  Tapestries.     The  Sala  del  Constantino,    .  .  .       160 
xi.    Lighter   Decorative   Work.     The    Loggia,   Bibbiena's    Bath- 
Room,  Farnesina,    .             .             .             .  .  .167 

xii.    Roman  Madonnas.     The  Madonna  di  Foligno.     The  Sistine 

Madonna,  .  .  :.  .  .  .  .173 

xtn.   The  Madonna  della  Sedia,         .  .  .  .  .188 

xiv.    Portraits,  .....  191 

xv.    Easel  Pictures.     Holy  Families,  .  .  .  .       20£ 

xvi.    The  Transfiguration,      .  .  .  .  .  .210 

Conclusion,        .  .  .  .  .  .  .214 

APPENDIX     I.,          ......  .219 

APPENDIX  II.,  ....  .       227 

INDEX,  i  .  229 


VI 


LIST    OF    PLATES 

The  Plates  are  placed  as  far  as  possible  in  the  order  in  which  the  pictures  are  mentioned  in  the 
text.     For  the  meaning  of  the  signs  *  and  t  see  the  prefatory  note  to  Appendix  I. 

Galatea.     (Rome,  Villa  Farnesina),  .  .  .        Frontispiece 

AT  THE  END  OF  THE  BOOK 

PLAT* 

i.     The  Coronation  of  the  Virgin.     (Rome,  Vatican.) 

ii.     The  Annunciation — The   Adoration   of    the   Magi — The  Presentation 
in  the  Temple.     (Rome,  Vatican.) 

(Predella  to  the  Coronation  of  the  Virgin.) 
in.     The  Crucifixion.     (London,  Dr.  Ludwig  Mond.) 
iv.  fThe  Crucifixion.     (St.  Petersburg,  Hermitage.) 
v.  *The  Martyrs.     (Richmond,  Sir  Frederick  Cook.) 
vi.  *The  Miracle  of  St.  Cyril.     (Lisbon.) 

vii.  *The  Creation  of  Eve— *The  Trinity.     (Citta  di  Castello.) 
vin.  *The  Blessing  Christ.     (Brescia.) 

*St.  Sebastian.     (Bergamo.) 

ix.     St.  Nicholas  of  Tolentino.     (Citta  di  Castello.) 
(Adaptation  of  a  part  of  the  lost  picture  (1501).) 
x.     '  Lo  Sposalizio/     (Milan,  Brera.) 

xi.     The  Madonna  del  Granduca.     (Florence,  Pitti  Palace.) 
xn.     The  Ansidei  Madonna.     (London,  National  Gallery.) 

(1505-7.) 
xin.     The  Madonna  di  Sant1  Antonio.     (London,  Mr.  J.  Pierpont  Morgan, 

[National  Gallery].) 
xrv.  *Christ  Carrying  the  Cross.     (London,  Lord  Windsor.) 

(Predella  to  the  Madonna  di  Sant'  Antonio.) 
xv.  *Pieta.     (Boston,  Mrs.  Gardner.) 

(Predella  to  the  Madonna  di  Sant'  Antonio.) 

*St  Francis  of  Assisi,      }  i*_t-ijl*«  «       ^  «       \ 

-,_.  .  „   ,        M London,  Dulwich  College  Gallery.) 

*St.  Anthony  of  Padua,  J  v 

vii 


LIST    OF    PLATES 


PLATK 


xvi.     Madonna  Conestabile.     (St.  Petersburg,  Hermitage.) 
xvu.  *The  Solly  Madonna.     (Berlin,  Kaiser  Friedrich  Museum.) 
xviii.  fThe  Diotaleri  Madonna.     (Berlin,  Kaiser  Friedrich  Museum.) 
xix.  fThe    Madonna  with    Two    Saints   (St.   Jerome    and    St.    Francis). 

(Berlin,  Kaiser  Friedrich  Museum.) 
xx.  fMadonna  and  Child.     (Perugia.) 

xxi.     Portrait  (supposed  Perugino).     (Rome,  Borghese  Gallery.) 
xxii.     The  Vision  of  a  Knight.     (London,  National  Gallery.) 

*The  Three  Graces.     (Chantilly,  Musee  Conde.) 
xxiii.  *St.  George — *St.  Michael.     (Paris,  Louvre.) 
xxiv.     St.  George.     (St.  Petersburg,  Hermitage.) 
xxv.  j-Apollo  and  Marsyas.     (Paris,  Louvre.) 

xxvi.  -f-The  Terranuova  Madonna.     (Berlin,  Kaiser  Friedrich  Museum.) 
xxvn.  *The  Northbrook  Madonna.     (London,  Earl  of  Northbrook.) 

The  *  Small  Cowper  Madonna/    (Panshanger,  Lady  Cowper.) 
xxvin.     The  Tempi  Madonna.     (Munich,  Alte  Pinakothek.) 
xxix.     The     'Large     Cowper     Madonna'    (Nicolini     Madonna)     (1508). 

(Panshanger,  Lady  Cowper.) 

xxx.  *The  Colonna  Madonna.    (Berlin,  Kaiser  Friedrich  Museum.) 
xxxi.     The  Orleans  Madonna.     (Chantilly,  Musee  Conde.) 
XXXH.     The   Madonna   in   the   Meadow   (Madonna    del    Prato).     (Vienna, 

Museum.) 
xxxiii.     The     Madonna    of     the     Goldfinch    (Madonna     del     Cardellino). 

(Florence,  Uffizi.) 

xxxrv.     *  La  Belle  Jardiniere.'    (Paris,  Louvre.) 
xxxv.     The  Esterhazy  Madonna.     (Budapest.) 

The  Holy  Family  of  the  Lamb.     (Madrid,  Prado.) 
xxxvi.     The  Madonna  del  Baldacchino.     (Florence,  Pitti  Palace.) 
xxxvu.     The  Madonna    of  the  Palm.      (London,  Bridgewater  House,  Lord 

Ellesmere.) 
xxxviii.  *The    Madonna   with    the   Beardless    St.   Joseph.    (St.    Petersburg, 

Hermitage.) 

xxxix.     The    Canigiani     Madonna     and     Saints.       (Munich,    Alte    Pina- 
kothek.) 

XL.     The  Trinity.     (Perugia,  San  Severo.) 
XLI.     The  Trinity  (Detail).     (Perugia,  San  Severo.) 
XLII.     The  Entombment  (1507).     (Rome,  Borghese  Gallery.) 
viii 


LIST    OF    PLATES 

PLATE 

XLIII.     Faith — Charity — Hope.     (Rome,  Vatican.) 

(Predella  to  the  Entombment.) 

XLIV.     St.  Catherine  of  Alexandria.     (London,  National  Gallery.) 
XLV.     Portrait  of  the  Painter.     (Florence,  Uffizi.) 
XLVI.  ^Portrait.     (Florence,  Pitti  Palace.) 
XLVII.  f  Portrait  of  Angelo  Doni.     (Florence,  Pitti  Palace.) 

f  Portrait  of  Maddalena  Doni.     (Florence,  Pitti  Palace.) 
XLVIII.     Portrait.     (Florence,  Pitti  Palace.) 
XLIX.     The  Stanza  della  Segnatura.     (Rome,  Vatican.) 

(1509-11.) 

L.     The  Ceiling  of  the  Stanza  della  Segnatura.     (Rome,  Vatican.) 
LI.     Jurisprudence — Poetry.     Stanza  della  Segnatura.     (Rome,  Vatican.) 
LIT.     Theology — Philosophy.     Stanza  della  Segnatura.     (Rome,  Vatican.) 
LIII.     The  Temptation — The  Judgment  of  Solomon.      Stanza  della  Segna- 
tura.    (Rome,  Vatican.) 
LIV.     Apollo  and  Marsyas — Astronomy.     Stanza  della  Segnatura.     (Rome, 

Vatican.) 

LT.     The  Disputa.     Stanza  della  Segnatura.     (Rome,  Vatican.) 
LVI.     The  Disputa  (Detail).     Stanza  della  Segnatura.     (Rome,  Vatican.) 
LVII.     The  Disputa  (Detail).     Stanza  della  Segnatura.     (Rome,  Vatican.) 
LVIII.     The  Disputa  (Detail).     Stanza  della  Segnatura.     (Rome,  Vatican.) 
LIX.     The  Disputa  (Detail).     Stanza  della  Segnatura.     (Rome,  Vatican.) 
LX.     The  Disputa  (Detail).     Stanza  della  Segnatura.     (Rome,  Vatican.) 
LXI.     Parnassus.     Stanza  della  Segnatura.     (Rome,  Vatican.) 
LXII.     Parnassus  (Detail).     Stanza  della  Segnatura.     (Rome,  Vatican.) 
LXIII.     Parnassus  (Detail).     Stanza  della  Segnatura.     (Rome,  Vatican.) 
LXIV.     The  School  of  Athens.     Stanza  della  Segnatura.     (Rome,  Vatican.) 
LXV.     The  School  of  Athens  (Detail).     Stanza  della  Segnatura.     (Rome, 

Vatican.) 
LXVI.     The  School  of  Athens  (Detail).     Stanza  della  Segnatura.     (Rome, 

Vatican.) 
LXVII.     The  School  of  Athens  (Detail).     Stanza  della  Segnatura.     (Rome, 

Vatican.) 
LXVIII.     The  School  of  Athens  (Detail).      Stanza  della  Segnatura.     (Rome, 

Vatican.) 

LXIX.     The  School  of  Athens  (Detail).      Stanza  della  Segnatura.      (Rome, 
Vatican.) 

ix 


LIST    OF    PLATES 


ux.     The    Emperor   Justinian    presenting ,  stanza  ^  Segnatura 

the  Pandects  to  Trebonianus,  (Rome>  Vatican  } 

Gregory  ix.  delivering  the  Decretals, ) 
LXXI.     Strength,    Prudence,    and   Moderation.      Stanza  della    Segnatura. 

(Rome,  Vatican.) 
ua.li.    The  Preservation  of  Classic  Literature.      Stanza   della  Segnatura. 

(Rome,  Vatican.) 

i.xxnr.     The  Madonna  of  the  House  of  Alba.     (St.  Petersburg,  Hermitage.) 
LXXIV.     The    Garvagh     or    Aldobrandini    Madonna.       (London,    National 

Gallery.) 
LXXV.     The    Madonna    of  the  Tower  (Macintosh    or   Rogers    Madonna). 

(London,  National  Gallery.) 
LXXVI.     Julius  ii.     (Florence,  Uffizi.) 
(1511-12.) 

LTXVII.     Julius  ii.     (Florence,  Pitti  Palace.) 
(1511-12.) 

LXXVIII.     The    Expulsion    of    Heliodorus.      Stanza   deir  Eliodoro.      (Rome, 
Vatican.) 
(1511-14.) 

LXXIX.     The   Expulsion    of    Heliodorus   (Detail,    Julius   n.).     Stanza    dell' 

Eliodoro.     (Rome,  Vatican.) 
LXXX.     The    Expulsion  of    Heliodorus    (Detail).      Stanza   dell'   Eliodoro. 

(Rome,  Vatican.) 

LXXXI.     The  Mass  of  Bolsena.     Stanza  dell'  Eliodoro.      (Rome,  Vatican.) 
LXXXII.     The  Mass  of  Bolsena   (Detail).      Stanza   deir  Eliodoro.     (Rome, 

Vatican.) 
LXXXIII.     The  Mass    of  Bolsena  (Detail).      Stanza    dell'  Eliodoro.     (Rome, 

Vatican.) 

LXXXIV.     The  Repulse  of  Attila.     Stanza  deir  Eliodoro.     (Rome,  Vatican.) 
LXXXV.     The  Repulse  of  Attila  (Detail,  Leo  x.).      Stanza  dell1  Eliodoro. 

(Rome,  Vatican.) 

LXXXVI.     The  Liberation  of  Peter.     Stanza  deir  Eliodoro.     (Rome,  Vatican.) 
LXXXVII.     The  Liberation  of  Peter  (Detail).     Stanza  deir  Eliodoro.     (Rome, 

Vatican.) 

LXXXVIII.     The  Liberation  of  Peter  (Detail).     Stanza  deir  Eliodoro.     (Rome, 
Vatican.) 

X 


LIST    OF    PLATES 

PLATE 

LXXXIX.     The  Liberation  of  Peter  (Detail).     Stanza  dell1  Eliodoro.     (Rome, 

Vatican. ) 

xc.     The  Ceiling  of  the  Stanza  dell'  Eliodoro.     (Rome,  Vatican.) 
xci.     Putto.     (Rome,  Academy  of  St.  Luke.) 

Isaiah.     (Rome,  Sant'  Agostino.) 
xcn.     The  Sibyls.     (Rome,  Sta.  Maria  della  Pace.) 
xcin.     The  Sibyls  (Detail).     (Rome,  Sta.  Maria  della  Pace.) 
xciv.     The  Sibyls  (Detail).     (Rome,  Sta.  Maria  della  Pace.) 
xcv.     The   Burning    of    the    Borgo.      Stanza    dell1    Incendio.      (Rome, 

Vatican.) 
xcvi.     The    Burning    of  the   Borgo    (Detail).       Stanza    dell'    Incendio. 

(Rome,  Vatican.) 
xcvu.     The    Burning    of    the    Borgo   (Detail).       Stanza    delP    Incendio. 

(Rome,  Vatican.) 

XCVIH.     The  Battle  of  Ostia.     Stanza  dell'  Incendio.     (Rome,  Vatican.) 
xcix.     The  Coronation  of  Charlemagne.     Stanza  dell'  Incendio.     (Rome, 

Vatican.) 

c.     The  Oath  of  Leo  in.     Stanza  delF  Incendio.     (Rome,  Vatican.) 
ci.     The  Charge  to  St.  Peter.     (London,  Victoria  and  Albert  Museum.) 

(Cartoon. ) 
cii.     The  Charge*  to  St.  Peter.     (Rome,  Vatican.) 

(Tapestry.) 

cm.     The  Miracle  at  the  Beautiful  Gate.     (London,  Victoria  and  Albert 
Museum.) 

(Cartoon. ) 
civ.     The  Miracle  at  the  Beautiful  Gate.     (Rome,  Vatican.) 

(Tapestry.) 
cv.     The  Death  of  Ananias.     (London,  Victoria  and  Albert  Museum.) 

(Cartoon.) 
cvi.     The  Death  of  Ananias.     (Rome,  Vatican.) 

(Tapestry.) 

cvn.     The  Miraculous  Draught  of  Fishes.     (London,  Victoria  and  Albert 
Museum.) 

(Cartoon.) 
cvm.     The  Miraculous  Draught  of  Fishes.     (Rome,  Vatican.) 

(Tapestry.) 

cix.     The  Conversion  of  St.  Paul.     (Rome,  Vatican.) 
(Tapestry. ) 

xi 


LIST    OF    PLATES 


ex.     The  Blinding  of  Elymas.     (London,  Victoria  and  Albert  Museum.) 
(Cartoon.) 

cxi.     The  Sacrifice  at  Lystra.     (London,  Victoria  and  Albert  Museum.) 

(Cartoon.) 

cxn.     The  Sacrifice  at  Lystra.     (Rome,  Vatican.) 
(Tapestry.) 

cxni.     St.  Paul  at  Athens.     (London,  Victoria  and  Albert  Museum.) 

(Cartoon.) 
cxiv.     St.  Paul  at  Athens.     (Rome,  Vatican.) 

(Tapestry.) 

cxv.     The  Stoning  of  St.  Stephen.     (Rome,  Vatican.) 

(Tapestry.) 
The  Imprisonment  of  St.  Paul.     (Rome,  Vatican.) 

(Tapestry.) 

cxvi.     The  Battle  of  Constantine  against  Maxentius.     (Rome,  Vatican.) 
CXVIL     Decoration  of  the  Loggia  (Detail).     (Rome,  Vatican.) 
CXVIH.     Bathroom  of  Cardinal  Bibbiena.     (Rome,  Vatican.) 
ex ix.     Venus  and  Cupid.     (Rome,  Villa  Farnesina.) 

Cupid  showing  Psyche  to  the  Graces.     (Rome,  Villa  Farnesina.) 
cxx.     Venus,  Ceres,  and  Juno.     (Rome,  Villa  Farnesina.) 

Venus's  journey  to  Olympus.     (Rome,  Villa  Farnesina,) 
cxxi.     Venus  and  Jupiter.     (Rome,  Villa  Farnesina.) 

Mercury  descending  from  Olympus.     (Rome,  Villa  Farnesina.) 
cxxii.     Psyche  rising  to  the  Palace  of  Venus.     (Rome,  Villa  Farnesina.) 

Psyche    presenting   Venus    with    the   Box    of   Proserpine.      (Rome, 

Villa  Farnesina.) 
cxxni.     Jupiter  and  Cupid.     (Rome,  Villa  Farnesina.) 

Mercury  leading  Psyche  to  Olympus.     (Rome,  Villa  Farnesina.) 
cxxiv.     Psyche  among  the  Gods.     (Rome,  Villa  Farnesina.) 
cxxv.     The  Marriage  of  Cupid  and  Psyche.     (Rome,  Villa  Farnesina.) 
cxxvi.  *The    Madonna    del    Passeggio.         (London,     Bridgewater    House, 

Lord  Ellesmere.) 

The  Madonna  of  Loretto.     (Paris,  Louvre.) 
cxxvn.  *The  Madonna  of  the  Diadem.     (Paris,  Louvre.) 

cxxvin.  *The    Westminster    Madonna.       (London,  Grosvenor  House,   Duke 
of  Westminster.) 

(Copy  of  a  Lost  Original.) 

xii 


LIST    OF    PLATES 


JLATB 

cxxix.     The  Bridgewater  Madonna.     (London,  Bridgewater  House,  Lord 

Ellesmere.) 

cxxx.     The  Madonna  of  the  Fish.     (Madrid,  Prado.) 

cxxxi.  *The  Madonna  dei  Candelabri.     (London,  Mr.  Newton  Robinson.) 
cxxxii.     The  Madonna  of  Foligno.     (Rome,  Vatican.) 

cxxxin.  The  Sistine  Madonna.     (Dresden.) 

cxxxiv.  The  Sistine  Madonna  (Detail).     (Dresden.) 

cxxxv.     St.  Sixtus — St.  Barbara — Angels. 
The  Sistine  Madonna  (Details). 

cxxxvi.     The  Madonna  della  Sedia.     (Florence,  Pitti  Palace.) 
cxxxvu.  *The  Madonna  della  Tenda.     (Munich,  Alte  Pinakothek.) 
cxxxvin.     Portrait  of  Baldassare  Castiglione.     (Paris,  Louvre.) 
cxxxix.     Portrait  of  Navagero  and  .Beazzano.     (Rome,  Doria  Gallery.) 
CXL.     Portrait  of  a  Cardinal.     (Madrid,  Prado.) 
CXLI.  *Portrait   of    Giuliano   de1  Medici,  Duke   of  Nemours.      (Berlin, 

Huldschinsky  Collection.) 
CXLII.     Leo  x.  and  Cardinals  Ludovico  de'  Rossi  and  Giulio  de1  Medici. 

(Florence,  Pitti  Palace.) 
CXLIII.     Joan  of  Aragon.     (Paris,  Louvre.) 
CXLIV.     *  La  Donna  Velata.'     (Florence,  Pitti  Palace.) 
CXLV.     The  *  Fornarina.1     (Rome,  Barberini  Gallery.) 
CXLVI.  *The  Violin-player.     (Paris,  Baron  Alphonse  de  Rothschild.) 

*Portrait.     (Paris,  Louvre.) 

CXLVII.  *Portrait  of  a  Youth.     (Petworth  House,  Lord  Leconfield.) 
CXLVIII.  *Portrait  (Bindo  Altoviti).    (Munich,  Alte  Pinakothek.) 
CXLIX.  *Portrait.     (Cracow,  Czartoryski  Gallery.) 
CL.  *Portrait.     (Paris,  Louvre.) 

*Portrait.     (St.  Petersburg,  Hermitage.) 

CLI.     Portrait  of  Tommaso  Inghirami.     (Florence,  Pitti  Palace.) 
CLII.     Portrait  of  Tommaso  Inghirami.     (Boston,  Mrs.  Gardner.) 
CLIII.  *Portrait  of  Cardinal  Alessandro  Farnese.     (Naples  Museum.) 
CLIV.  *Portrait  of  Cardinal  Bibbiena.     (Florence,  Pitti  Palace.) 
CLV.  *Portrait   of  Lorenzo   de'  Medici,   Duke   of  Urbino.      (Florence, 

Pitti  Palace.) 

CLVI.     The  Vision  of  Ezekiel.     (Florence,  Pitti  Palace.) 
CLVII.     St.  Cecilia.     (Bologna.) 

xiii 


LIST    OF    PLATES 

FLAT! 

CLVIH.     'LaPerla.'     (Madrid,  Prado.) 
CLIX.     The  Holy  Family  under  the  Oak.     (Madrid,  Prado.) 
CLX.     'The  Small  Holy  Family  of  Francis  the  First.'     (Paris,  Louvre.) 
CLXI.     The  Madonna  dell1  Impannata.     (Florence,  Pitti  Palace.) 
CLXII.     The  Madonna  of  the  Rose.     (Madrid,  Prado.) 
CIA 1 1 1.     The  Madonna  del  Divin'  Amore.     (Naples,  Museum.) 
CLXJV.     'The  Large  Holy  Family  of  Francis  the  First.1     (Paris,  Louvre.) 

(1618.) 

CLXV.     St.  Michael.     (Paris,  Louvre.) 
(1618.) 

CLXVI.     '  Lo  Spasimo  di  Sicilia.'     (Madrid,  Prado). 
CLXVII.     The  Visitation.     (Madrid,  Prado.) 
CLXVIII.  *St.  Margaret.     (Paris,  Louvre.) 
CLXIX.  *St.  John  the  Baptist.     (Florence,  Uffizi.) 
CLXX.  *St.  John  the  Baptist.     (Paris,  Louvre.) 
CLXXI.     The  Transfiguration.     (Rome,  Vatican.) 

CLXXII.     The  Cupola  of  the  Chigi  Chapel.     (Rome,  Sta.  Maria  del  Popolo.) 
(Mosaic  from  Raphael's  Design,  1616.) 

CLXXIII.     Jonah.     (Rome,  Sta.  Maria  del  Popolo.) 
(Executed  by  Lorenzetti.) 

CLXXIV.     The  Loggie  of  the  Vatican. 
The  First  Day. 
The  Third  Day. 

CLXXV.     The  Loggie  of  the  Vatican. 
The  Fourth  Day. 
The  Fifth  and  Sixth  Days. 
CLXXVI.     The  Loggie  of  the  Vatican. 
The  Creation  of  Eve. 
The  Fall  of  Man. 

CLXXVII.     The  Loggie  of  the  Vatican. 
The  Exile  from  Eden. 
The  Labours  of  Adam  and  Eve. 
CLXX vni.     The  Loggie  of  the  Vatican. 
The  Building  of  the  Ark. 
The  Deluge. 
xiv 


LIST    OF    PLATES 


PLA.TB 

CLXXIX. 


CLXXX. 


CLXXXI. 


CLXXXII. 


CLXXXIII. 


CLXXXIV. 


CLXXXV. 


CLXXXVI. 


CLXXXVII. 


CLXXXVIII. 


CLXXXIX. 


CXC. 


The  Loggie  of  the  Vatican. 

Noah  leaves  the  Ark. 

Noah's  Sacrifice. 
The  Loggie  of  the  Vatican. 

Abraham  and  Melchizedek. 

The  Covenant  with  Abraham. 
The  Loggie  of  the  Vatican. 

Abraham  and  the  Angels. 

Lot's  Flight. 
The  Loggie  of  the  Vatican. 

God  appearing  to  Isaac. 

Isaac  and  Rebecca. 
The  Loggie  of  the  Vatican. 

Isaac  and  Jacob. 

Isaac  and  Esau. 
The  Loggie  of  the  Vatican. 

Jacob's  Ladder. 

Jacob  and  Rachel. 
The  Loggie  of  the  Vatican. 

Jacob  Asking  for  Rachel's  hand. 

Jacob's  Flight.  .,' 

The  Loggie  of  the  Vatican. 

Joseph  Tells  his  Dream. 

Joseph  Sold  by  his  Brethren. 
The  Loggie  of  the  Vatican. 

Potiphar's  Wife. 

Pharaoh's  Dream. 
The  Loggie  of  the  Vatican. 

The  Finding  of  Moses. 

The  Burning  Bush. 
The  Loggie  of  the  Vatican. 

The  Passage  of  the  Red  Sea. 

Moses  Striking  the  Rock. 
The  Loggie  of  the  Vatican. 

Moses  Receiving  the  Tables  of  the  Law. 

The  Golden  Calf. 


XV 


LIST    OF    PLATES 

FLATS 

cxci.     The  Loggie  of  the  Vatican. 

The  Pillar  of  Cloud. 

Moses  Showing  the  Tables. 
CXCH.     The  Loggie  of  the  Vatican. 

The  Passage  of  the  Jordan. 

The  Fall  of  Jericho, 
cxcin.     The  Loggie  of  the  Vatican. 

Joshua  Staying  the  Sun. 

The  Division  of  the  Promised  Land, 
cxciv.     The  Loggie  of  the  Vatican. 

Samuel  Anoints  David. 

David  and  Goliath. 
cxcv.     The  Loggie  of  the  Vatican. 

The  Triumph  of  David. 

David  and  Bathsheba. 
cxcvi.     The  Loggie  of  the  Vatican 

The  Consecration  of  Solomon. 

The  Judgment  of  Solomon, 
cxcvn.     The  Loggie  of  the  Vatican. 

The  Queen  of  Sheba. 

The  Building  of  the  Temple. 
CXCVIH.     The  Loggie  of  the  Vatican. 

The  Adoration  of  the  Shepherds. 

The  Adoration  of  the  Magi, 
cxcix.     The  Loggie  of  the  Vatican. 

The  Baptism  of  Christ. 

The  Last  Supper. 


XVI 


RAPHAEL 

CHAPTER  I 

EARLY  YEARS 


RAFFAELLO,  the  son  of  Giovanni  Santi,  painter,  of 
Urbino,  was  born  at  the  end  of  March  or  the  beginning  of 
April  1483.1  Urbino,  the  town  in  which  he  was  born,  is 
now  an  insignificant  hill  city,  remote  from  the  centres  of  industry 
and  population  and  famous  only  for  its  past.  But  in  the  fifteenth 
century  it  was  a  city  of  the  first  rank.  It  lay  in  a  strong  position 
commanding  the  great  road,  the  Via  Flaminia,  which  had  been 
from  ancient  days  the  highway  from  Rome  to  the  cities  of  the 
North,  and  it  was  the  seat  of  the  Counts  of  Montefeltro,  the 
greatest  of  whom,  Federigo,  claimed  to  be  invincible  in  war,  and 
was  the  most  renowned  of  captains  in  an  age  when  military  skill 
invested  its  possessor  with  a  real  kingship  among  men.  Under 
Sixtus  iv.  in  1474  Federigo  changed  his  title  from  Count  of 
Montefeltro  to  Duke  of  Urbino,  and  he  built  himself  a  palace 
on  the  height  which  bears  the  city,  making  it  the  model  for 
princely  castles  in  succeeding  ages,  and  filled  it,  not  only  with 
books  and  treasures  of  art,  but  also  with  a  court  which  long 
remained  unsurpassed  for  its  chivalry  and  learning.  Young  men 
came  to  him  for  instruction  in  the  art  of  warfare  and  the  bearing 
of  a  man ;  they  found  with  him  the  skill  which  they  sought,  and 

1  The  epitaph  by  Cardinal  Bembo  on  Raphael's  tomb  states  that  he  died  on  April  6th, 
the  day  on  which  he  was  born.  April  6th,  1520  was  Good  Friday.  Vasari  assumes  that  the 
reference  is  to  the  ecclesiastic  date. 
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with  the  strength  of  a  soldier  they  found  the  graces  of  cultivation. 
The  robustness  of  their  life  saved  the  court  from  sickliness  and 
effeminacy ;  the  love  of  learning  and  the  arts  secured  that  in  the 
mountain  city  strength  should  not  degenerate  into  barbarity. 

Raphael  was  not  born  in  the  atmosphere  of  the  noble  court. 
His  father,  Giovanni,  was  a  painter  and  a  goldsmith,  perhaps  also 
an  occasional  trader  in  the  products  of  the  country.  His  family 
could  not  boast  of  a  drop  of  noble  blood  in  its  veins,  although 
later  ages  credited  him  with  an  illustrious  ancestry  remounting  to 
one  Giulio  Sanzio,  a  kinsman  of  the  most  eloquent  Roman  citizen 
Tiberio  Bacco  (presumably  Gracco  is  intended),  who  earned  the 
name  Sanzio  ab  agris  dividundis.1  Giovanni  was  not  even  a 
native  of  Urbino.  His  father,  Sante,  brought  him  there  as  a  boy, 
together  with  his  grandfather,  Peruzzolo,  from  a  village  in  the 
vicinity  named  Colbordolo,  when,  in  1450,  the  rival  of  Federigo, 
Sigismondo  Malatesta,  overran  the  country  and  made  the  city 
the  safest  place  of  residence  for  the  inhabitants.2  The  occurrence 
in  documents  of  the  names  of  Peruzzolo's  father  and  of  his  grand- 
father, which  served  as  patronymics  in  lieu  of  a  family  surname, 
enables  the  family  to  be  traced  at  Colbordolo  for  two  more 
generations.  They  seem  to  have  been  peasant  proprietors ;  com- 
fortably off,  inasmuch  as  Sante  was  enabled  to  purchase  property 
at  Urbino,  and  Giovanni  himself  speaks  of  their  forced  migration 
as  the  ruin  of  his  ancestral  home.  After  his  arrival  in  the  city 
Sante  amassed  enough  money  by  means  of  the  miscellaneous 
traffic  of  a  country  merchant  to  buy  two  substantial  houses  in  a 
good  position  near  the  market-place  in  the  centre  of  the  town. 
He  left  these  with  a  small  fortune  to  Giovanni,  who  was  his  eldest 
son,  and  Giovanni  became  well  enough  known  as  the  son  of 
Sante  to  enable  him  to  discard  the  descriptive  title  '  da  Colbordolo' 
by  which  he  and  his  father  are  distinguished  in  documents,  and  to 

1  Comolli.     Vita.  1781,  p.  6. 

1  For  all  documents  concerning  Raphael's  family  see  Pungrileoni,  Giov.  Santi.  1822.    R* 
Santi.  1829.     T.  Vtii,  1835  or,  more  conveniently,  Passavant,  i.  App.  i. 
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hand  the  name  on  as  a  surname  to  his  son.  The  name  '  di  Sante  ' 
or  '  Santi '  became  Latinised  as  '  Sanctius,'  returned  to  Italian  as 
'  Sanzio,'  and  in  this  way  the  Christian  name  of  his  grandfather 
(and  his  great-great-grandfather)  has  become  the  surname  of 
Raphael,  though  there  is  no  evidence  that  he  was  known  during 
his  lifetime  by  any  other  name  than  '  Raphael  of  Urbino.' 

Giovanni's  blood  did  not  therefore  bring  him  into  any  close 
relation  with  the  rulers  of  his  town;  nor  yet  did  his  profession, 
of  which  he  says  himself  that  he  adopted  it  on  coming  to  man's 
estate  when  he  might  have  chosen  others  of  greater  utility,  and 
that  his  choice  had  brought  him  often  into  contact  with  mis- 
fortune. His  goldsmith's  work  is  unknown.  But  as  a  painter, 
he  belonged  to  a  school  already  too  antiquated  to  satisfy  the 
tastes  of  Federigo,  and,  for  all  his  efforts  to  adopt  a  more  vigorous 
style,  he  failed  to  secure  Federigo's  patronage.  That  prince 
bought  pictures  by  Northern  painters  such  as  'The  Bath'  by 
Jan  van  Eyck,  and  in  the  decoration  of  his  palace  he  employed  the 
mysterious  Justus  of  Ghent,  one  of  whose  hard  and  painful  pictures 
is  now  to  be  seen  upon  its  walls.  Of  the  Italians  he  called  to 
Urbino  men  of  the  ambitious  innovating  stamp,  such  as  Piero 
della  Francesca  (who  twice  painted  his  portrait),  Mantegna  and 
Melozzo  da  Forli.  He  asked  for  stronger  colouring,  more  daring 
representations  of  the  human  form,  more  violent  expressions  of 
passion,  more  movement  and  more  vigour  than  Giovanni  could 
have  given  him.  It  was  more  for  the  monasteries,  perhaps  more 
for  the  women,  that  Giovanni  worked,  and  his  pictures  are  to  be 
seen  in  various  churches  of  the  region,  always  Madonnas  with  the 
conventional  groups  of  saints  and  donors,  and  always  showing, 
for  all  their  excursions  into  differing  styles  and  their  stiffness  of 
execution,  a  gentleness  and  sweetness,  an  easy  charm,  such  as 
marks  the  whole  range  of  painting  in  that  century  from  Umbria 
and  the  Marches.  He  is  seen  at  his  highest  in  the  small  '  Madonna 
and  Child '  which  is  now  in  the  National  Gallery,  where  he 
succeeds  for  once  in  grafting  upon  his  fundamental  sweetness 
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a  poignancy  and  a  depth  of  passion  which  might  have  entitled 
him  to  rank  with  Federigo's  favourites. 

Federigo  died  in  1482.  His  son  Guidubaldo  did  not  emerge 
from  tutelage  until  1489  when,  only  fourteen  years  of  age,  he 
gained  his  independence  by  the  favour  of  the  Pope,  with  whom 
he  served  against  the  French.  Three  years  later  he  married 
Elizabeth  Gonzaga,  the  daughter  of  Frederick  of  Mantua,  and  from 
this  year  dates  the  establishment  of  a  court  which  outshone  in 
splendour  the  ruder  court  of  Federigo,  if  it  has  not,  indeed, 
caused  the  earlier  court  to  shine  with  light  reflected  from  itself. 
Giovanni  Santi  may  have  received  more  patronage  from  Guidu- 
baldo than  from  his  father.  But  the  favour  was  necessarily  short- 
lived. A  letter  from  Elisabetta  to  her  brother,  the  Marquis  of 
Mantua,  on  12th  October  1494,  speaks  of  a  portrait  commission 
which  Giovanni  was  to  execute  in  Mantua,  but  some  two  months 
before  this  date  she  had  announced  in  a  letter  to  her  sister, 
Isabella  of  Este,  that  Giovanni  the  painter  was  dead.1 

The  kindly  terms  in  which  Elisabetta  speaks  of  Giovanni 
prove  that  he  was  honoured  in  his  humble  place.  He  had  not, 
however,  relied  upon  his  painting  alone  to  gain  the  favour  of 
the  young  duke.  It  must  have  been  shortly  before  his  death  that 
he  approached  Guidubaldo  with  a  modest  letter  recommending 
himself  to  his  good  offices,  and  presenting  a  long  poem  on  the 
glorious  theme  of  Federigo  and  his  exploits.  While  Federigo's 
own  courtiers  had  celebrated  their  patron  in  magnificent  and 
cultured  language,  dedicating  to  him  their  graceful  Latin  poems, 
or  their  rhetorical  Latin  orations,  Giovanni  entered  the  lists 
with  a  rhyming  chronicle  in  the  native  Italian  tongue.  For  this 
solecism  he  apologises,  of  course,  laying  the  blame  upon  the  mis- 
fortunes of  his  family  and  upon  the  cruel  tyranny  of  art,  which, 
lying  upon  his  shoulders,  like  the  world  on  Atlas,  rendered  the 
burdens  of  family  life  doubly  hard  to  bear.  But  if  he  cannot 
speak  the  tongue  of  antiquity,  he  is  familiar  with  its  images,  as 

1  Campori,  Notixit.     1870.     pp.  4  and  5. 
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befits  one  whose  book  is  to  lie  in  the  library  beneath  the  effigies 
of  classical  poets  and  orators  which  Federigo  had  caused  to  be 
painted  on  the  walls.  The  poem  is  as  full  of  imitations  of  the 
classics  and  of  visions  of  the  pagan  gods  as  it  is  of  echoes  of  Dante. 
The  twenty-three  books  chronicling  the  exploits  of  the  Dukes 
are  prefaced  by  nine  chapters  in  which  Giovanni  tells  how  he  lost 
his  way  in  a  dark  forest  and  finds,  by  the  help  of  Apollo  and  the 
Muses,  the  Temple  of  Immortality.  The  shade  of  Plutarch  tells 
him  the  names  of  the  heroes  of  antiquity  who  pass  before  him, 
and,  after  touching  on  those  of  the  Middle  Ages,  he  comes  to  the 
ancestors  of  Federigo.  The  long  story  of  the  Duke's  campaigns 
is  diversified  with  short  moral  reflections  and  with  excursions  into 
subjects  of  contemporary  interest.  In  the  twenty-second  book 
the  presence  of  Federigo  at  the  marriage  in  Milan  of  Galeazzo 
(his  brother-in-law)  with  Bona  of  Savoy  suggests  that  he  had  the 
opportunity  to  see  many  pictures.  Giovanni  dwells  upon  the 
theme,  and  gives  not  only  a  review  of  the  great  figures  in  painting 
up  to  the  date  of  his  poem,  but  enlarges,  a  propos  of  Mantegna, 
on  the  virtues  of  perspective.  Thus,  the  book  is  an  odd  medley 
of  the  new  learning  and  culture  with  the  spirit  of  an  old-fashioned 
chronicler.  Its  composition  is  good  evidence  of  Giovanni's 
position  in  Urbino ;  it  shows  him  a  devoted  and  humble  adherent 
of  a  magnificent  court.  Giovanni  must  have  taken  long  to  com- 
pose it.  He  had  it  copied  in  a  fair  hand  with  a  preface  enlarging 
upon  his  devotion  and  upon  his  difficulties.  It  is  couched  in 
magniloquent  language,  and  after  quoting  the  Caucasus,  Hercules 
and  the  Lernaean  Hydra  and  Atlas,  he  mounts  to  a  fine  peroration 
in  which  Plato  appears  glorying  in  three  things ;  that  he  was  born 

a  man,  at  Athens,  and  in  the  days  of :  here  suddenly  the 

author  stops.  Possibly  the  name  of  the  Greek  hero  had  escaped 
his  memory ;  possibly  the  comparison  between  himself  and  Plato 
was  too  bold.  He  erased  the  words  of  the  unfinished  sentence 
with  a  stroke  of  the  pen  and  wrote  *  Finis '  above  it  in  the  middle 
of  the  text.  No  doubt,  Guidubaldo  would  have  appreciated  the 
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compliment  of  the  dedication.  He  was  probably  aware  of  the 
composition  of  the  poem ;  but  it  does  not  appear  that  the  book 
ever  reached  the  ducal  library,  and  it  passed  into  obscurity  with 
its  author's  death.1 

Giovanni  married  one  Magia,  the  daughter  of  Battista  Ciarla, 
a  tradesman  of  Urbino.  Raphael  was  the  third  child  of  their 
marriage  and  the  only  one  of  four  to  survive  infancy.  The 
imagination  of  historians  has  endowed  Magia  with  many  virtues, 
but  beyond  the  fact  that  Raphael  in  after  life  honoured  her  brother 
Simone  above  all  his  relations,  we  have  nothing  but  the  character 
of  her  son  to  enable  us  to  judge  of  hers.  Legend,  fond  of 
contrasting  Raphael  with  Michelangelo,  whose  foster-mother  was 
famous,2  discovered  the  interesting  detail  that  Raphael  was  suckled 
by  his  mother  herself.  Such  little  traits  are  distinctive,  but  since 
Vasari,  who  reports  the  tale,  knew  so  little  of  Magia  that  he 
mistakes  by  some  ten  years  the  date  of  her  death,  no  weight  can 
be  attached  to  his  evidence.  Magia  died  when  Raphael  was  eight 
years  old.  His  father  married  again  during  the  course  of  the 
next  year  the  daughter  of  a  goldsmith,  Bernardina  Parte.  Two 
years  later,  on  August  1st,  1494,  Giovanni  died. 

Raphael  was  only  eleven  years  of  age  when  his  father  died. 
The  tradition  which  makes  his  father  the  only  instructor  of  his 
youth  besides  Perugino  is  almost  contemporary,  but  it  is  probably 
based  on  ignorance  of  the  true  date  of  Giovanni's  death.  Certainly 
it  finds  little  support  in  actual  paintings.  The  trace  of  his  hand 
in  some  of  Giovanni's  pictures  is  a  mere  figment  of  romance,  and 
the  discovery  of  elaborate  parallels  between  pictures  of  his  and 
his  father's  is  scarcely  less  fantastic.  But  the  recent  school  of 
critics  has  gone  too  far  in  belittling  his  father's  influence  in 
favour  of  Timoteo  Viti's.  In  the  eighteenth  century  Mengs3 

1  Further  in  Schmarsow,  Giov.  Santi  der  Voter  Raphaels.  Berlin,  1887,  who  quotes 
a  reference  from  a  contemporary  poem  by  Antonio  da  Mercatello  to  Giovanni  as  '  a  second 
Dante.' 

*  Condivi,  Michelangelo,  trs.  Holroyd.  §  Ivii. 

3  Lesioni  Pratiche  di  Pittura.     Opere,  1783.  ii.  228. 
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fixes  upon  the  age  of  four  years  as  the  right  time  for  a  child  to 
begin  to  learn  painting ;  it  is  improbable  that  in  the  earlier  epoch 
maturer  years  were  thought  more  suitable.  This  would  give 
Raphael  seven  years  of  instruction  under  his  father;  a  period 
long  enough  not  only  to  form  the  habits  of  a  lifetime  but  also 
permanently  to  affect  a  painter's  style. 


ii 

The  next  few  years  of  Raphael's  life  are  the  most  obscure  in 
all  his  history.  The  only  facts  of  which  we  are  certain  are  that 
at  any  rate  by  the  end  of  the  century,  he  was  working  in  the 
studio  of  Perugino  at  Perugia,  and  that  ten  years  after  his  father's 
death,  in  1504,  his  earliest  dated  picture  proves  that  he  had 
mastered  all  that  he  could  extract  from  his  teacher.  So  much  is 
evident  both  from  tradition  and  from  his  pictures ;  everything 
else  is  mere  supposition.  Shortly  after  Raphael's  death,  and 
possibly  even  during  his  lifetime,  it  was  believed  that  Giovanni 
Santi,  after  giving  Raphael  his  first  instruction  in  painting,  placed 
him  under  the  tuition  of  Perugino.  Vasari  represents  this  event 
as  happening  during  the  lifetime  of  both  Giovanni  and  Magia. 
The  discovery  of  the  true  dates  of  the  death  of  each  renders  the 
account  incredible.  Documents  which  destroy  all  faith  in  the 
tradition  are  not  sufficient  to  establish  the  true  story.  It  has 
been  discovered  that  shortly  after  Giovanni's  death  a  quarrel  arose 
between  Bernardina,  his  youthful  widow,  and  Bartolommeo, 
Raphael's  uncle  and  guardian.  In  the  legal  documents  which 
record  the  dispute,  Raphael  appears  as  an  interested  party.  In 
1495,  1497,  and  1499,  he  is  mentioned  as  the  ward  of  Bar- 
tolommeo and  no  hint  is  given  of  his  absence  from  Urbino,  as 
would,  presumably,  have  been  the  case  if  Vasari's  account  were 
true  and  he  had  been  by  this  time  in  Perugia.  In  May  1500, 
however,  he  is  expressly  described  as  absent.  From  this  evidence 
it  has  been  concluded  that  he  remained  in  Urbino  for  six  years 
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after  his  father's  death  and  reached  Perugia  only  in  1500.  This 
date,  moreover,  coincides  with  the  year  in  which  Perugino, 
after  much  travel,  took  up  his  residence  in  Perugia,  in  order 
to  execute  the  decoration  of  the  Cambio,  and  when  Pintur- 
icchio,  Perugino's  partner,  was  also  in  that  town.  The  com- 
bination is  seductive.  Unfortunately  it  does  not  necessarily 
follow  that  the  omission  in  the  earlier  documents  to  mention 
Raphael's  absence  is  a  proof  of  his  presence  at  the  notary's  or  in 
Urbino.  He  was  a  minor,  and  his  presence  may  not  have  been 
required,  or  his  absence  not  have  been  noted.  Nor,  as  has  been 
pointed  out,1  does  the  reference  to  his  absence  in  the  document 
of  1500  necessarily  prove  his  absence  from  Urbino.  As  far  as 
the  words  go — and  in  dealing  with  documents  the  utmost  caution 
is  required  —  nothing  is  stated  but  his  absence  from  the  court. 
Finally,  although  Perugino  was  certainly  very  little  in  Perugia 
before  the  year  1500,  neither  he  nor  Pinturicchio  remained  there 
after  that  date  for  more  than  two  years,  and  it  might  be  held 
that  this  period  was  too  short  for  Raphael,  already  a  youth  of 
seventeen,  to  obtain  so  thorough  a  mastery  of  Perugino's  methods 
and  to  be  so  much  influenced  by  his  manner  as  his  work  proves 
him  to  have  been. 

Modern  writers  at  first  accepted  Vasari's  account,  adapting  it 
only  so  far  as  to  allow  that  Raphael  entered  the  studio  of 
Perugino  after  his  father's  death,  and  that  he  did  so  on  account 
of  the  quarrels  between  his  guardian  and  his  stepmother.  They 
based  their  view  very  largely  upon  the  evidence  of  pictures  and 
drawings  which  were  attributed  to  Raphael  before  either  the 
date  of  his  father's  death  or  the  record  of  Perugino's  absences 
from  Perugia  was  known.  The  more  recent  view  that  Raphael 
remained  at  Urbino  till  1500  was  propounded  as  a  paradox 
by  the  greatest  critic  of  the  last  century,  Morelli.  It  is  based 
partly  upon  the  evidence  of  the  documents  concerning  the 
quarrel  and  upon  the  promise  of  others  which  have  never  been 

1  See  on  this  point  and  the  documents  generally  H.  Grimm,  Preuts.  Jahrb.,  1882,  p.  230. 
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forthcoming,  and  partly  upon  a  real  appreciation  of  certain 
differences  between  Raphael's  style  in  his  early  years  and  that 
of  Perugino.  This  theory  required  for  its  completion  the 
discovery  of  the  master  who  trained  Raphael  at  Urbino  during 
the  six  years  of  interval.  A  document  as  usual  came  to  the  aid 
of  stylistic  criticism.  In  a  passage  of  his  diary,  dated  April  1495, 
the  Bolognese  painter  Francia  stated  that  his  dear  Timothy  had 
left  him.1  This  is  Timoteo  Viti,  a  painter  of  Urbino,  and  nothing 
is  more  likely  than  that  on  leaving  Bologna  he  went  home  to 
Urbino.  Giovanni  Santi's  death  might  afford  him  a  good  reason 
for  returning  to  his  native  town.  Now  Viti  had  been  from  the 
days  of  Vasari  placed  in  the  closest  connection  with  Raphael. 
Some  of  his  pictures  and  many  of  his  drawings  have  passed 
under  the  name  of  Raphael.  But  the  connection  had  generally 
been  explained  after  Vasari  by  saying  that  Timoteo  in  after 
life  came  under  Raphael's  influence  in  Rome.  Even  before 
Morelli,  critics  had  reversed  this  supposition  and  made  Viti 
the  master  and  not  the  pupil  of  Raphael.2  To  Morelli  he 
appeared  as  the  great  outstanding  influence  of  Raphael's  youth, 
initiating  him  into  the  mysteries  of  art  as  practised  in  Francia's 
school  and  permanently  affecting  the  direction  of  his  genius. 
How  far  the  theory  may  be  accepted  will  be  considered  before 
the  actual  paintings  of  this  period.  At  present  it  is  sufficient  to 
note  that,  even  though  Vasari's  account  of  the  relationship  of  the 
two  men  is  inaccurate,  it  would  be  strange  had  he  omitted  to 
mention  so  prominent  a  fact  as  the  six  years'  tuition  of  Raphael 
by  Timoteo.  It  would  have  been  no  slur  on  Raphael's  character 
as  an  artist  if  he  had  been  the  pupil  of  Timoteo  ;  and,  even  if  it 
had  been,  Vasari  was  neither  so  partial  to  Raphael  that  he  would 
have  omitted  to  mention  it  in  the  account  of  his  life,  nor  such  a 
stickler  for  consistency  that  he  would  have  refused  to  mention  to 
the  credit  of  Timoteo  in  his  life  of  that  artist  a  connection  which 

1  Malvasia.     Felsina  Pittrice,  ed.  1844,  i.  p.  62. 

2  Eastlake.     '  Review  of  Passavant.'     Quarterly  Review,  1840.     Works,  i.  211. 
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might  have  been  omitted  in  the  life  of  Raphael  himself.  More- 
over, allowing  that  Morelli  did  good  service  in  emphasising  a 
likeness  between  the  works  of  Viti  and  Raphael,  it  by  no  means 
follows  that  the  connection  occurred  during  these  years.  There 
were  other  occasions  before  Raphael  went  to  Rome  when  he  and 
Timoteo  might  have  met. 

The  obscurity  of  the  documents  baffles  any  attempt  of  the 
critical  imagination  to  reconstruct  the  details  of  Raphael's  early 
life.  It  is  mere  waste  of  words  to  describe  his  life  as  a  boy  in  the 
household  of  his  stepmother  and  guardian,  or  to  picture  him  as 
learning  the  rudiments  of  his  art  from  Timoteo  Viti  or  any  other 
painter  of  Urbino  and  wandering  at  will  through  the  mountain 
town  and  among  the  treasures  of  Guidubaldo's  castle,  since  he 
may  have  been  at  this  time  in  Perugia.  It  is  equally  absurd  to 
attempt  to  watch  his  progress  in  the  studio  of  Perugino,  since, 
even  if  he  were  there  at  this  date,  the  master  who  taught  him 
in  Perugino's  frequent  absence  is  unknown  in  name.  But,  after 
all,  this  ignorance  is  a  matter  of  little  importance.  Had  the 
adventures  of  his  life  during  this  period  been  of  great  moment ; 
had  the  influences  which  he  underwent  marked  the  direction  of 
his  art,  tradition,  documents,  or  the  pictures  themselves  would 
have  borne  clear  witness  to  their  character.  As  it  is,  we  are  in 
the  position  in  which  Vasari  and  the  contemporaries  of  Raphael 
found  themselves.  For  us,  as  for  them,  the  story  of  his  early  life 
resolves  itself  into  an  account  of  Urbino  and  Perugia ;  his  early 
influences  are  his  father's  and  that  of  the  circle  of  his  father, 
Perugino's  and  the  circle  of  Perugino,  and  the  exact  weight 
which  is  to  be  attached  to  each  cannot  be  estimated  with  the 
slightest  approach  to  accuracy. 

Nor  is  it  a  matter  of  great  importance  how  these  influences 
are  divided.  By  the  year  1500  at  the  latest,  Raphael  was  work- 
ing with  Perugino,  and.  wherever  he  was  working  in  the  years 
preceding  that  date,  he  was  still  within  the  range  of  Perugino's 
art,  drawing  from  the  same  sources  as  produced  much  of 
10 
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Perugino's  work,  living  among  painters  whose  art  Perugino  had 
himself  influenced.  When  he  came  to  Perugino's  studio,  at 
whatever  date  that  might  be,  he  was  exchanging  life  in  a  remote 
province  of  Umbrian  art  for  life  at  its  artistic  centre.  Perugino's 
qualities  were  the  summation  of  the  definitely  Umbrian  traditions 
which  had  been  reinforced  by  fresh  impulses  from  Florence, 
through  Fra  Angelico  and  Benozzo  Gozzoli  and  in  Perugino 
himself.  Many  of  Perugino's  shortcomings  were  supplied  by 
his  partner  in  the  Perugian  workshop,  Pinturicchio,  himself  so 
Umbrian  and  so  near  to  Perugino  that  for  centuries  their  prin- 
cipal works  were  confounded.  In  a  few  mannerisms  of  painting 
some  of  the  pictures  ascribed  to  the  youthful  Raphael  come 
nearer  to  the  conventions  of  other  schools,  but  in  all  essentials,  in 
their  aesthetic  qualities,  their  outlook  upon  nature,  their  idea  of 
art,  neither  these  paintings  of  Raphael  nor  those  of  the  painters 
from  whom  he  is  supposed  in  them  to  have  derived  depart 
at  all  from  the  Umbrian  circle. 

Thus,  Raphael's  transition  from  Urbino  to  Perugia  was  made 
gentle  by  the  artistic  similarities  of  the  two  places ;  so  gentle 
and  easy,  indeed,  that  it  cannot  be  dated.  The  actual  cause  of 
the  transition  is  scarcely  necessary  to  seek.  Perugino's  supremacy 
in  Umbrian  art  was  recognised,  for  he  had  raised  himself  on 
Umbrian  methods  to  the  position  of  one  of  the  greatest  painters 
in  Italy.  He  had  never,  as  far  as  is  known,  come  to  Urbino  in 
his  travels,  nor  worked  nearer  to  it  than  at  Fano.  But  he  was 
known  to,  and  sought  by,  the  members  of  the  ruling  family  of 
Urbino,  and  Raphael  himself  must  have  heard  of  him  as  a  boy 
from  his  father,  who  mentions  him  with  honour  in  his  rhyming 
chronicle,  and  met  him,  if  Vasari  is  to  be  believed,  while  working 
at  Perugia.  Nor,  again,  is  there  any  great  material  difference 
in  the  outward  circumstances  of  the  life  which  Raphael  met 
with  at  Perugia  from  those  which  he  knew  at  Urbino.  Political 
dissensions  and  civil  warfare  were  rife  in  one,  while  the  other  was 
comparatively  immune,  but  the  whole  story  of  Italian  art  shows 
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nothing  more  remarkable  than  its  apparent  independence  of  these 
ever-present  circumstances.  As  far  as  they  influenced  the  art  of 
Perugia,  they  seem  to  have  affected  it  by  reaction,  driving  men 
more  and  more  from  the  storm  of  daily  life  to  the  contemplation 
of  a  reposeful  ideal.  The  struggles  of  the  ruling  families  were 
far  outside  Raphael's  purview,  victors  or  vanquished  were  equally 
ready  to  bring  commissions  into  Perugino's  workshop.  The 
battles  of  hired  soldiers  were  indifferent  to  the  true  citizens,  and 
therefore,  whatever  was  happening  in  the  streets,  Raphael  seems 
to  have  been  occupied  in  the  studio,  working  at  Perugino's 
drawings,  whether  the  master  was  present  or  absent,  and  sharing 
his  life  of  a  young  craftsman  with  painters  of  his  age,  or  older, 
as  his  friends  and  sole  companions. 


in 


The  blankness  of  Raphael's  record  during  the  first  twenty-one 
years  of  his  life  is  not  a  merely  negative  fact.  It  gives  to  the 
historian  as  much  insight  into  the  man's  character  as  is  needed ; 
the  remainder  must  be  told  by  the  pictures  themselves.  The 
outstanding  fact  is  that  Raphael  was  purely  a  painter,  born  of  a 
painter's  family,  with  no  ambitions  to  adopt  another  line  of  life, 
and  with  no  barriers  placed  by  outward  circumstances  in  the  way 
of  his  becoming  a  painter.  His  life  was  no  more  marked  by 
adventure  than  those  of  hundreds  among  his  contemporaries 
who  have  either  left  no  memory  or  achieved  but  moderate  success 
in  art.  Moreover,  his  record  is  free  even  from  such  incidents  as 
are  recorded  of  other  men  whose  lives  were  given  to  painting 
alone.  There  is  no  tale  of  unsympathetic  relations  with  masters 
or  with  fellow-pupils,  of  hardships  or  of  unexpected  patronage. 
Everything  points  to  a  life  of  peaceful  development,  to  a  character 
maturing  gradually  and  to  a  temper  which  made  relations  with 
other  men  smooth  and  easy. 

The  world  generally  finds  a  record  of  rebellion  and  revolt  more 
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sympathetic  reading  than  a  tale  of  peace  and  conformity.  The 
power  and  the  opportunity  to  rebel  come  so  seldom  and  figure 
so  largely  in  the  ordinary  man's  mind  that  all  his  desire  for  it  can 
only  express  itself  in  sympathy  with  the  heroes  who  have  done 
what  he  would  do.  But  conformity  also  has  its  merits,  if  they 
are  less  exciting  to  describe.  All  conflict  and  rebellion  with  the 
powers  that  are  in  force  have  their  source  in  weakness  as  well  as 
strength,  arise  as  much  from  incapacity  to  enjoy  the  good  of 
existing  institutions  as  from  vehement  desire  to  introduce  newer 
and  apparently  better.  Conformity,  if  it  is  not  merely  weak 
acquiescence  but  springs  from  a  definite  resolve  to  succeed  in  a 
beaten  path  and  from  a  conviction  that  what  other  men  do  is 
necessarily  not  worthless,  is  a  method  of  advancing  towards  an 
ideal  pot  less  noble  than  rebellion.  It  has,  moreover,  the  greater 
advantage  that  every  step  taken  in  conformity  is  a  discipline,  and 
that  success  when  achieved  is  not  only  due  to  the  efforts  and 
character  of  the  one  personality,  but  also  to  the  acquisition  and 
exercise  of  the  virtues  of  all  those  predecessors  whose  efforts 
have  formed  a  tradition.  The  man  who  has  achieved  once, 
through  his  own  value  in  rebellion,  has  little  impulse  to  advance 
farther ;  the  man  who  succeeds  in  conformity  may,  by  the 
exercise  of  the  same  virtues,  proceed  and  develop  until  he  absorbs 
all  that  is  within  his  power  and  reaches  such  perfection  as  human 
nature  is  capable  of  achieving.  Both  temperaments  have  their 
dangers, — in  the  rebellious  the  success  of  opposition  may  breed 
mannerism  and  failure  to  appreciate  the  efforts  of  others ;  in  the 
conforming  the  influence  of  others,  mere  convention,  may  choke 
with  idleness  the  instincts  and  ideals  of  the  self.  Each  therefore 
must  be  corrected  by  an  infusion  of  the  other  so  great  that  only 
the  habit  of  characterising  according  to  degree  enables  any  really 
successful  genius  to  be  placed  in  either  class. 

The  astounding  development  of  Raphael's  art  in  the  remainder 
of  his  short  life  proves  how  ready  he  was  to  accept  and  invent 
new  ideas.  Such  broad-mindedness,  unlike  the  limitation  either 
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of  revolt  or  of  acquiescence,  leads,  as  a  rule,  to  sterility,  since 
it  aims  at  a  perfection  too  comprehensive  to  be  achieved.  It 
was,  therefore,  Raphael's  luck  or  a  necessity  to  his  development 
that  he  should  begin  in  contentment  within  a  narrow  sphere. 
He  learnt  to  paint  in  his  father's  studio  before  he  had  learnt 
to  exercise  his  eyes  upon  nature.  His  appreciation  of  nature 
grew  with  his  appreciation  of  art,  and  there  was  no  conflict 
between  the  beauty  which  he  saw  for  himself  in  outward 
appearance  and  the  beauty  which  men  had  seized  and  expressed 
in  the  pictures  which  he  was  taught  to  paint.  Such  conflict 
shows  itself  either  in  desperate  innovation,  in  absolute  failure, 
or  in  eager  adoption  of  some  style  alien  to  that  of  the  school 
in  which  the  painter  is  apprenticed.  Of  this  there  is  little 
sign  in  Raphael.  At  no  time  is  his  work,  as  far  as  it  is  known, 
quite  without  distinctive  features  of  its  own,  and  these  features 
may  have  been,  for  all  that  we  can  tell,  deliberate  innovations 
looming  so  largely  in  their  creator's  eye,  that  he  was  unconscious 
of  the  general  conformity  of  his  work  as  a  whole.  But  if  they 
were,  no  external  record  shows  that  the  innovating  spirit  showed 
itself  in  such  material  actions  as  might  be  expected  of  it,  and 
the  further  back  the  impression  which  Raphael  produced  upon 
men  can  be  traced,  the  more  it  appears  to  have  been  an  impres- 
sion of  discipleship  and  acquiescence.  Raphael's  innovations  were 
unconscious  variations  upon  an  accepted  theme,  the  result  of 
looking  at  nature  with  eyes,  personal  enough,  but  schooled  within 
a  definite  tradition,  and  the  reason  that  he  could  afterwards  attain 
so  great  a  power  in  a  wider  field  is  that  his  power  of  representa- 
tion grew  together  with  his  power  of  vision  and  his  range  of 
imagination,  and  he  learnt  the  command  of  his  art-methods  before 
he  had  imagined  a  field  of  art  too  great  for  him  to  represent. 

In  other  words,  Raphael's   strength  lay  in  the   fact  that   he 

began  his  life  as  a  professional  painter,  a  man  whose  trade  and 

business  it  was  to  paint  pictures,  and  whose  pride  to  produce  an 

article, — to  use  appropriately  enough  the  language  of  commerce, — 
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which  was  good  of  the  kind  demanded.  He  was  untroubled  by 
preoccupations  of  the  value  either  of  his  art  as  a  whole  or  of  the 
particular  form  of  art  which  he  professed,  and  whatever  his  secret 
ideals  may  have  been,  the  custom  of  his  profession  and  the 
commands  of  his  patrons  determined  him  in  the  execution  of 
his  ideas.  In  this  way  he  was  the  typical  painter  of  the  fifteenth 
century,  the  product  of  the  guilds  and  confraternities  whose  trade 
was  modest  but  joyful,  and  whose  methods  were  sanctioned  by 
a  tradition  as  strong  as  the  religion  which  in  their  innocence  they 
conceived  to  be  closely  enwound  with  their  technique.  No 
schooling  could  be  better  for  a  man  strong  enough  ultimately 
to  break  loose  from  its  effects  and  able  to  regard  it  as  a  discipline 
and  not  as  a  whole  rule  of  life.  But,  as  must  happen,  the  virtues 
of  the  system  are  accompanied  by  no  small  vices.  The  school  of 
Perugino,  like  the  schools  of  all  the  masters  of  Italy,  lived  not 
only  through  the  execution  of  masterpieces,  but  also  by  the 
production  of  countless  pictures  which  are  mere  echoes  of  genuine 
and  intelligent  work.  Virtuosity  may  have  its  disadvantages,  but 
it  is  superior  to  conventional  art  in  that,  its  patrons  being  fewer 
and  its  exponents  more  self-restricted,  each  work  produced  is  an 
effort  of  greater  thought.  Popularity  in  art  necessarily  produces 
the  vulgar  picture,  a  work  in  which  one  feature  only  is  exaggerated 
at  the  expense  of  all.  Nor  is  this  a  mere  accident.  Art  which  is 
based  upon  notions  so  widespread  that  they  can  be  termed  popular 
must  necessarily  produce  works,  among  others,  which  contain 
nothing  but  the  single  element  which  earns  them  popularity. 
The  galleries  of  Italy  are  witnesses  that  in  the  strongest  epochs 
the  amount  of  vulgar  work  was  as  great  as  in  any  other.  There 
is  scarcely  a  painter  whose  work  was  not  parodied  by  the  cheaper 
labourers  in  his  studio,  and  if  those  of  the  fifteenth  century  still 
retain  some  charm  for  the  present  day  as  they  did  for  the  less 
critical  of  their  contemporaries,  while  those  of  a  later  date  are 
hopelessly  out  of  fashion  and  unappreciated,  the  reason  lies,  of 
course,  in  the  fact  that  even  the  commonest  of  such  reproductions 

15 


EARLY    YEARS 

contained  a  fraction  of  the  essential  element  which  its  prototype 
manifests  either  for  our  liking  or  dislike.  But,  among  all  the 
offenders  in  this  respect,  few  could  equal  Raphael's  master, 
Perugino.  Achieving  his  success  by  the  adoption  of  thorough 
habits  of  observation,  and  by  a  study  such  as  Perugia  had  never 
known  before  of  certain  effects  of  nature  and  of  the  human  face 
and  form,  he  soon  learnt  that  his  essential  charm  and  sweetness, 
the  appearance  of  a  superhuman  blissfulness,  could  be  produced 
in  painting  with  the  minimum  of  solid  pains.  He  was  the  first 
to  parody  himself,  and  by  the  use  of  a  method  of  transference  of 
drawings  which  amounts  to  nothing  more  than  stencilling,  he 
could  teach  his  pupils  in  their  hundreds  to  produce  the  ill- 
composed,  ill-coloured,  featureless  inanities  which  cover  the  walls 
of  Umbrian  museums.  It  is  said  that  form  can  be  copied,  but 
feeling  never.  Nothing  can  be  less  true.  Feeling  can  be  repro- 
duced by  the  discovery  and  repetition  of  the  few  central  forms 
until,  as  in  the  case  of  Perugino 's  imitators,  all  the  aesthetic 
virtues  have  disappeared  and  nothing  remains  but  the  primal 
emotional  intention,  which  stares,  like  the  cat's  grin  in  the 
children's  story,  from  the  picture's  frame,  and,  through  the  loss 
of  all  attendant  circumstances,  becomes  over-potent,  oppressive, 
or  in  this  case,  cloying. 

This  is  the  bad  side  of  the  early  influences  which  beset 
Raphael's  life.  His  training  as  a  craftsman  enabled  him  to 
keep  pace  with  his  ideas,  to  assimilate  and  yet  to  retain  a 
mastery  over  himself  and  the  influence  of  others,  and  this  served 
him  in  good  stead  when  he  had  outgrown  the  ideas  of  his 
youth  and  had  a  wider  imagination  for  his  field.  But  he  gained 
with  his  training  something  of  the  tradesman's  lack  of  conscience, 
the  necessary  professional  carelessness,  which  allows  work  of 
admitted  inferiority  to  be  put  forth  as  sufficient  for  the  pur- 
pose for  which  it  is  intended.  As  far  as  this  tendency  resulted 
in  the  production  of  early  and  transitory  work,  it  was  in  Raphael's 
case  wholly  good.  His  powers  of  development  were  so  great 
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that  there  was  never  danger  that  he  would  rest  in  contentment 
with  the  merely  provisional,  and,  in  general,  man  learns,  not  by 
the  constant  unrealised  effort  for  perfection,  but  by  repeated 
expressions  of  the  imperfect.  But  as  far  as  it  was  a  tendency  to 
meet  an  uncritical  demand  by  the  production  of  imperfect  work, 
its  effect  was  wholly  bad,  and  when  it  resulted,  as  it  did  later  in 
Raphael's  life,  in  the  repetition  in  his  studio  of  the  activity  which 
he  had  seen  in  Perugino's,  and  in  the  manufacture,  by  hundreds,  of 
works  painted  and  almost  wholly  invented  by  pupils,  it  has  done 
in  the  end  incalculable  damage  to  Raphael's  reputation.  But, 
since  it  must  be  accepted  as  a  feature  in  his  life,  it  is  as  well 
to  recognise  that  the  vice  is  but  the  accompaniment  of  a  virtue, 
and  that  when  it  appears  most  strongly  in  the  days  of  his  maturity 
this  characteristic  is  no  new  growth  nor  sign  of  decay,  either  in 
the  life  of  Raphael  or  yet  in  the  history  of  Italian  art,  but  a 
constant  feature  in  the  development  of  his  life  and  a  characteristic 
which  he  accepted  without  question  from  the  example  and  the 
tradition  handed  down  by  all  but  the  greatest  of  his  predecessors. 


R.— 2 
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CHAPTER     II 

EARLY  PICTURES 

I 

IT  would  be  natural  to  suppose  that  a  better  way  for  the 
discovery  of  Raphael's  history  in  his  early  years,  his  progress 
in  his  art,  and  his  adventures  among  different  influences, 
might  be  afforded  by  an  analysis  of  the  pictures  themselves  than 
by  an  examination  of  documents  or  of  traditions.  This  is  a  vain 
delusion.  The  works  attributed  to  Raphael  by  modern  critics, 
whether  ascribed  to  him  or  not  by  ancient  tradition,  fall  into 
certain  groups,  related  among  themselves  and  to  each  other,  and 
bearing  resemblances  in  different  details  to  works  by  other  artists, 
but  they  do  not  give,  either  by  their  intrinsic  qualities  or  by  any 
accidents  of  dating,  any  certain  grounds  for  the  construction  of  a 
sequence.  At  no  time  in  his  history  can  Raphael's  work  be  found 
to  follow  a  straight  course  of  progress.  No  picture  before  the 
'  Sposalizio '  of  1504  bears  a  date ;  none  is  known  to  have  been 
produced  in  any  circumstances  to  which  a  definite  date  can  be 
assigned.  If  any  such  there  were,  its  place  in  Raphael's  history 
would  be  established,  not  by  the  character  of  the  picture,  but  by 
documentary  evidence.  The  pictures  themselves  exhibit,  as  in  the 
case  of  the  '  St.  Michael '  and  the  *  St.  George'  (Louvre),  the  most 
striking  divergences  of  technique  among  similarities  of  manner. 
Moreover,  though  some  of  the  paintings  can  be  assigned  to 
Raphael  with  as  much  certainty  as  it  is  reasonable  to  expect 
in  these  matters,  many  are  of  disputed  authenticity.  The  dis- 
puted pictures,  and  not  the  certain,  are  the  most  important 
in  all  theories  concerning  the  doubtful  points  of  his  history. 
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The  very  characteristics  of  the  doubtful  pictures  upon  which 
one  party  bases  its  theory  of  dating  or  of  influences  are  to  the 
others  definite  proof  that  the  picture  is  not  by  Raphael.  Thus, 
any  argument  from  the  style  of  a  picture  to  its  date  or  to 
the  influence  under  which  it  is  painted,  is  based  upon  a 
vicious  circle,  in  which  the  authenticity  of  the  picture  rests 
wholly  upon  a  theory  of  the  painter's  history,  and  the  theory 
is  proved  by  a  reference  to  the  picture.  The  drawings  are 
of  even  less  value  than  the  pictures  in  such  an  argument  as 
this,  because  their  slighter  and  more  personal  nature,  while 
it  would,  if  they  were  certain  to  be  genuine,  throw  more 
light  upon  the  artist's  life  and  circumstances,  only  gives,  in 
the  general  uncertainty,  more  opportunity  for  variation  and 
confusion. 

The  series  of  paintings,  which  is  now  generally  ascribed  to 
Raphael,  is  based  largely  upon  theoretical  argument  of  this  doubt- 
ful description.  The  group  is  largely  the  result  of  compromise, 
for  it  is  seldom  that  the  theory  of  the  painter's  life  used  by  any 
critic  is  not  based  upon,  or  largely  influenced  by,  some  picture 
or  group  of  pictures  which  the  particular  theorist  includes,  and 
others  necessarily  expunge,  from  the  list.  For  example,  the 
writers  who  placed  Raphael  in  the  studio  of  Perugino  immediately 
after  his  father's  death  attributed  to  him,  wholly  or  in  part,  a 
number  of  drawings  and  paintings  which  later  critics  declare 
to  be  entirely  the  work  of  his  masters.  The  presence  of  these 
works  gave  probability  to  their  arguments,  and  now  that  they 
have  disappeared  from  the  list  of  his  achievements  their  departure 
has  largely  strengthened  the  force  of  the  theory  which  excludes 
them.  In  their  place  other  works  have  stepped  in  which  are 
not  universally  accepted,  and,  even  if  they  were,  would  not  be 
less  conjectural.  Both  parties,  in  the  case  of  a  master  like 
Raphael,  can  always  invoke  tradition  to  support  the  attribution 
to  him  of  any  likely  picture.  In  such  uncertainty  the  only  safe 
course  would  be  to  sweep  over  a  far  larger  field  of  possible 
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'  Raphaels '  than  appears  to  have  been  touched  by  any  who  have 
written  upon  him,  and  to  reconstruct  upon  an  entirely  new  basis 
some  less  prejudiced  theory  of  his  personality  and  development. 
Another,  and  perhaps  the  more  practical,  method  is  to  accept 
the  compromise  of  the  critics  and  tradition  as  a  consensus  of 
opinion  which  points  with  some  probability  to  the  truth,  to  display 
the  accepted  works  without  prejudice,  and  to  state  clearly  by  a 
comparison  among  themselves  and  with  other  works  the  amount 
of  light  which  they  throw  upon  Raphael's  character,  and  the 
amount  of  evidence  which  they  afford  for  the  rival  theories. 
The  latter  method  is  adopted  in  this  book.  No  doubt,  it  is 
less  attractive  than  the  method  which  attempts  to  trace  directly 
the  course  of  the  painter's  development  and  to  place  the  extant 
works  in  a  clear-cut  historical  sequence;  certainly  it  is  more 
difficult,  since  the  presence  of  a  theory,  not  only  by  emphasising 
certain  points  in  every  picture  but  also  by  casting  a  veil  upon 
others,  renders  the  historian's  task  of  selection  among  the  mass 
of  details  infinitely  easier.  But  in  the  present  state  of  knowledge 
there  can  be  no  doubt  which  of  the  two  methods  is  the  sounder 
and  the  more  truly  critical. 


ii 

The  first  group  of  works  which  are  universally  accepted  as 
authentic  rests  upon  the  evidence  of  Vasari  or  upon  the 
signature  of  the  painter.  Of  course,  signatures  are  easily  fabri- 
cated, and  Vasari,  while  he  is  the  nearest  thing  to  an  eye-witness, 
was  also  in  a  sense  a  theorist,  in  so  far  as  he  selects  and  arranges 
the  pictures  according  to  the  opinion  which  he  held  of  Raphael's 
development.  He  adduces  the  *  Coronation  of  the  Virgin '  as 
evidence  that  Raphael's  earliest  work  was  all  but  indistinguish- 
able from  that  of  Perugino,  and  not  unnaturally  upon  the  same 
grounds  the  only  other  works  of  Raphael's  youth  which  he 
mentions  are  formed  in  something  of  the  same  mould.  But 
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Vasari's  theories  are  those  of  men  who  actually  knew  Raphael 
in  the  flesh.  With  this  caution,  therefore,  it  will  be  safe  to 
begin  the  estimate  of  this  period  with  the  group  of  paintings 
which  Vasari  mentions,  for  not  only  are  they  the  most  certain, 
but  the  influence  of  Perugino  which  they  show  is  the  most 
obvious  and  irrefutable  of  all  Raphael's  characteristics,  and  must 
be  fully  appreciated  before  either  the  divergences  which  these 
pictures  show,  or  the  pictures  which  show  those  characteristics 
less,  are  respectively  brought  under  review. 

It  is  only  necessary  to  look  upon  the  *  Coronation  of  the 
Virgin'  (Plate  i.)  to  appreciate  the  obvious  truth  of  Vasari's 
remark.  To  analyse  in  detail  the  forms  and  attitudes,  the  figures 
and  the  groupings  which  recur  ad  infinitum  in  other  paintings 
from  Perugino's  studio,  whether  they  represent  the  same  or  a 
different  subject,  would  be  tedious  and  unnecessary.  The  quiet  land- 
scape of  a  wide  valley  between  wooded  hills,  the  uplifted  adoring 
faces,  the  gently  expressive  attitudes  or  the  restrained  gaiety 
of  the  angels,  and  the  bright  simple  colouring,  are  all  elements 
in  a  scheme  which  has  its  basis  in  a  sentiment  entirely  concordant 
with  Perugino's.  No  slight  divergences  in  detail  can  affect  the 
immediacy  and  certainty  of  this  impression.  Were  the  picture 
by  Perugino  himself  it  would  cause  no  great  alteration  in  the 
world's  conception  of  him.  But  when  the  analysis  of  the  picture 
is  carried  deeper  than  this,  a  divergence  from  Perugino's  practice 
becomes  at  once  evident.  The  picture  is  neither  purely  a 
'  Coronation  of  the  Virgin,'  nor  yet  an  '  Assumption,'  but  a 
combination  of  the  two  subjects.  Were  it  the  first,  the  normal 
arrangement  would  have  required  the  apostles  upon  earth  to 
be  merely  grouped  in  attitudes  of  adoration ;  were  it  the  second, 
the  empty  tomb  might  or  might  not  be  present,  but  the  upper 
part  of  the  picture  would  be  occupied  by  a  representation  of  the 
Virgin  in  glory  alone.  The  picture  is  thus  a  combination  of 
two  motives  with  certain  features  added  which  belong  more 
strictly  to  the  Ascension  of  the  Christ.  There  may  be  historical 
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reasons  for  this ;  the  existence  of  a  very  doubtful  sketch l  has 
caused  critics  to  conclude  that  Raphael's  conception  or  his 
commission2  changed  in  the  course  of  his  work,  and  that  what 
was  begun  as  an  *  Assumption '  ended  as  a  *  Coronation.'  There 
may  be  hagiographical  reasons,  for  the  arrangement  is  not  unique. 
But  whatever  other  reasons  there  may  be,  it  is  certain  that 
Raphael  accepted  the  finished  picture  and  approved  the  idea 
which  he  had  represented,  for  some  years  afterwards  when  he 
was  commissioned  by  the  nuns  of  Monteluce  to  paint  for  them 
a  '  Coronation  of  the  Virgin '  his  sketch  embodied  the  same 
ideas  with  only  a  change  in  the  expression,  rendering  them  more 
dramatic.  With  this  fact  before  us,  all  investigation  into  the 
accidents  which  originated  the  picture  becomes  otiose,  and  it 
is  only  necessary  to  inquire  into  the  reasons  which  led  Raphael 
to  adopt  or  accept  the  arrangement.  These  reasons  immediately 
mark  his  difference  from  Perugino.  He  desired  a  greater  amount 
of  action  and  a  greater  variety  of  life  than  Perugino  showed 
in  his  work.  The  same  tendency  in  him  or  his  school  which 
led  to  exaggeration  of  the  drama  in  the  Monteluce  *  Coronation  ' 
led  him  to  adopt  a  dramatic  rendering  in  the  earlier  picture ; 
nor  is  it  merely  the  desire  for  dramatic  action,  which,  for  that 
matter,  is  scarcely  as  yet  expressed  in  this  picture,  since  the 
figures  of  the  apostles  taken  singly  are  still  but  actors  formed 
strictly  according  to  Perugino 's  precedents.  It  is  a  desire  for 
greater  drama  in  the  grouping,  a  search  for  a  motive  which 
will  keep  the  characters  together,  and  at  the  same  time  place 
them  in  physical  relation  to  each  other  in  such  a  way  that  they 
occupy  a  definite  space.  The  tomb  affords  this  motive.  In 
the  Monteluce  picture  its  miraculous  emptiness  is  the  keynote 
of  the  scene;  here  it  is  almost  unremarked  by  the  bystanders. 
But  its  presence  explains  the  grouping  to  the  spectator,  its 

1  Perth.     Fischel.  No.  32. 

1  Crowe  and  Cavalcaselle,  i.  142,  Morelli,  German  Galleries,  323,  assume  that  the 
picture  passed  as  Perugino's.  Contract  for  its  execution  without  name  of  painter  ap. 
Mariotti,  Lett.  238. 
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position  is  utilised,  and  instead  of  being,  as  it  is  in  the 
Peruginian  picture  of  the  '  Assumption  of  the  Virgin '  in  Sta. 
Maria  Maggiore  in  Bologna,  or  the  *  Resurrection  of  Christ '  in 
the  Vatican,  shown  at  right  angles  to  the  observer,  its  position 
at  an  oblique  angle  gives  perspective,  and  its  disappearance 
among  the  apostles  at  once  throws  them  into  a  group. 

This  is  the  central  feature  of  the  picture.  For  the  rest,  there 
is  a  striking  mixture  of  care  and  of  carelessness  in  the  execution. 
Some  of  the  heads  among  the  apostles  are  studied  and  strongly 
painted  with  a  faithful  rendering  of  structure,  others  are  loose  and 
unskilled  reproductions  of  conventional  Peruginesque  types.  The 
attitudes  of  Christ  and  the  Virgin  are  fresh  and  free  variations 
upon  stock  themes,  their  lightness  and  absence  of  particular 
character  recalling  the  studies  from  boy  models  which  still  exist. 
The  angels  show  in  their  studied  poses  and  gracefulness  the 
manner  of  the  school,  while  their  heads,  rounded  and  with  beady 
eyes,  are  of  a  form  which  is  not  traditional.  Hands  and  feet  are, 
save  for  the  feet  of  the  angels,  uniformly  careless,  coarse  and 
without  character,  drapery  falls  into  heavy  folds  and  the  shadows 
are  blackish.  The  landscape  is  careful  if  not  remarkable,  while 
the  lightness  of  the  half-conventional  flowers  is  fresh  and  exquisite. 

Two  of  the  three  predella  pictures  (Plate  n.),  the  *  Annun- 
ciation' and  the  *  Presentation,'  follow  closely  upon  pictures  by 
Perugino, — the  Albani  altar-piece  and  the  predella  to  the  altar- 
piece  at  Fano.  The  third,  the  *  Adoration,'  recalls  the  more 
crowded  compositions  of  Florentine  painters.  The  choice  of  a 
semi-classical  architecture  marks  an  advance  upon  the  Fano 
predella,  but  remains  within  the  circle  of  Perugino's  conceptions. 
A  curious  feature  of  the  group  is,  that  while  the  figures  and  the 
groupings  show  more  freedom  of  pose  and  ease  in  disposition  than 
do  the  majority  of  Perugino's  pictures,  the  heads,  at  any  rate  in 
their  present  state  of  preservation,  are  indistinguishable  from  the 
stock  productions  of  his  studio. 

Inequalities  of  execution  and  inconsistencies  of  type  are  still 
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more  evident  in   the   second  picture  mentioned  by  Vasari,  the 

*  Crucifixion,'  (Plate  in.)  painted  for  a  chapel  of  San  Domenico 
at  Citta  di  Castello  and  now  the  property  of  Dr.  Ludwig  Mond 
in  London.     Though  inscribed  with  Raphael's  name,  RAPHAEL 
URBINAS,  the  picture  is,  in  details  and  arrangement,  a  cento  of 
figures  used  over  and  over  again  in  works  from  Perugino's  shop. 
The  composition,   unlike  that    of   the   '  Coronation,'  shows   no 
variation  from  the  studio  practice.     The  drawing  and  modelling, 
where  they  are  careful,  as  in  the  body  of  Christ,  follow  closely 
the  model  of  Perugino's  better  work ;  where  feeble  and  character- 
less, as  in  the  figure  of  the  Magdalene,  they  are  not  different  from 
inferior  productions  by  himself  or  other  pupils.      Of  features 
peculiar  to  the  picture  there  is  little  outstanding  save  the  hard 
and   somewhat   gaudy   colour  which    distinguishes   this  picture 
from  others  by  Raphael,  as  much  as  from  Perugino's  own  work, 
and  the  character  of  the  heads.     In  these  the  contradiction  of  the 
whole  period   of  Raphael's  work  is   emphasised.     The  Virgin's 
head  is  pure  and  typical  Perugino,  save  that  the  modelling  of 
the  transition  from  the  upturned  cheek  to  the  neck  is  confused. 
Comparison  with  the  Virgin's  head  in  the  *  Coronation  '  shows 
its  difference  from  a  head  more  characteristic  of  Raphael.     But 
the  young  St.  John  and  the  angels  show  clearly  the  beady  pupils 
and  brilliant  sclerotic  in  the  eyes,  the  pursed,  somewhat  protruding 
but  unstructural  lip,  the  tiny  unmodelled  nose,  and  the  general 
inadequacy  of  the  features   to   the   expanse  of  face  which  are 
recurrent  and  typical  marks  of  Raphael's  early  work.     The  hands 
of  the  Virgin  and  St.  Jerome  are  of  the  same  type  as  those  in  the 

*  Coronation,'  showing  broad  square  palms  and  thin  fingers,  but 
they  are  more  carefully  drawn,  while  those  of  the  Magdalene  and 
St.  John  are  frankly  scamped  in  careless  imitation  of  Peruginesque 
prototypes.     The  landscape  is  rough,  the  drapery  carefully  dis- 
posed with  heavily  shaded  angular  folds,  while  there  is  a  definite 
attempt  to  produce  a  variegated  pattern  by  means  of  flowing 
ribbons. 
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A  second  picture  of  the  '  Crucifixion,'  the  triptych  which  is 
now  at  the  Hermitage,  (Plate  iv.)  has  also  been  attributed  to 
Raphael.  It  shows  a  Christ  whose  body,  reversed  in  outline  from 
that  of  Raphael's,  comes  nearer  to  the  figure  in  Perugino's  fresco 
at  the  Scalzi,  and  other  figures  which  are  as  frequent  in  Perugino's 
paintings  as  those  in  Dr.  Mond's  '  Crucifixion.'  Hence  critics 
have  attributed  it  to  Perugino  himself,  but  its  colouring,  which 
is  dark  and  rich  (an  echo  of  the  colour  may  be  found  in  the  dark 
grey-blue  mantle  over  a  dark  red  dress  with  yellow  collar  in  the 
Magdalene  in  Raphael's  picture),  the  slender  forms  of  the  actors, 
the  brown  flesh-colour  and  the  Flemish  detail  in  the  flowers  of 
the  foreground  and  the  rocks  and  villages  of  the  landscape  remove 
it  as  far  from  Perugino's  work  as  from  Raphael's,  and  bring  it 
within  a  circle  of  Umbrian  pictures  whose  authorship  is  as  yet 
undetermined. 

The  similarities  in  these  two  works  with  Perugino's  pictures 
have  joined  with  tradition  in  persuading  critics  to  trace  Raphael's 
hand  in  even  more  distinctively  Peruginesque  works.  The  altar- 
piece  of  Pavia  now  in  the  National  Gallery,  the  *  Assumption '  of 
Vallombrosa  (Pitti),  and  the  '  Resurrection  '  of  the  Vatican  are 
some  of  these.  Drawings  may  be  cited  in  favour  of  these  attri- 
butions. A  banner  at  Citta  di  Castello  (Plate  vn.)  painted 
on  one  side  with  a  representation  of  the  '  Trinity,'  on  the  other 
with  the  '  Creation  of  Eve,'  is  also  ascribed  by  an  old  tradition 
to  the  painter  of  three  pictures  in  that  town.  Again,  drawings 
are  used  with  some  effect  to  establish  the  veracity  of  tradition,1 
but  the  almost  obliterated  condition  of  the  pictures  and  the  work 
of  a  restorer,  who  has  made  the  heads  shine  forth  in  perfect  pre- 
servation among  tattered  fragments  of  pigment,  render  the  discus- 
sion purely  a  matter  of  documents.  Several  predellas  (Plates  v., 
vi.,  xiv.,  xv.),  of  which  the  '  Martyrdom  '  in  Sir  Frederick  Cook's 
collection  at  Richmond,  its  pendant  at  Lisbon,  and  the  *  Preaching 
of  St.  John '  (Ansidei  Madonna)  at  Bowood  may  be  mentioned, 

1  Magherini-Graziani,  L'Arte  a  Citta  di  Castello,  p.  220. 
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have  been  claimed  as  Raphael's  work  without  causing  conviction. 
If  they  are  his,  they  show  him  in  unlucky  moments  indistinguish- 
able from  the  mass  of  his  fellow-workers  in  Perugino's  workshop. 
Two  pictures,  a  *  Blessing  Christ '  at  Brescia  and  a  '  St.  Sebastian ' 
at  Bergamo  (Plate  vni.),  which  many  critics  agree  in  attributing 
to  Raphael,  are  of  greater  intrinsic  merit.  The  '  Sebastian '  shows 
a  face  which  is  typically  Peruginesque,  and  differs  in  almost  every 
particular  from  the  heads  which  in  Raphael's  pictures  show  diverg- 
ence from  Perugino's  forms.  In  these  pictures  it  is  interesting  to 
note  that  though  they  are  attributed  to  Raphael  by  critics  who, 
par  excellence,  base  their  judgments  upon  the  characteristics  of 
minor  details,  the  widest  divergence  is  shown  in  the  shape  of 
the  hands  and  fingers.  St.  Sebastian's  fingers  are  long  and  bony, 
and  are  posed  in  the  conventional  attitude  of  dainty  clasping, 
which  occurs  again  and  again  with  fingers  of  similar  shape  in 
pictures  of  the  Madonna,  while  the  Christ  shows  a  broad  square 
palm,  and  fingers  and  a  thumb  which  are  as  fat  and  as  short 
as  St.  Sebastian's  are  thin  and  long.  For  the  attribution  of  the 
*  St.  Sebastian '  to  Raphael  very  little  can  be  said ;  but  the 
'  Blessing  Christ '  has  enough  points  of  resemblance  with  the 
figures  in  the  Ansidei  Madonna  to  make  its  attribution  to 
Raphael  at  that  period  not  improbable. 

Of  the  two  pictures  which,  besides  the  *  Crucifixion '  in 
Dr.  Mond's  collection,  Raphael  painted  for  churches  in  Citta  di 
Castello,  one,  the  *  Coronation  of  St.  Nicholas  of  Tolentino,'  has 
now  disappeared.  Only  a  late  and  free  copy  of  the  central  figure 
(Plate  ix.),  and  a  drawing1  (attributed  to  Pinturicchio  by 
important  critics),  can  be  used  for  its  reconstruction.  The  Saint 
seems  to  have  been  standing  in  the  lower  half  of  the  picture,  his 
feet  planted  upon  the  writhing  figure  of  Satan.  On  each  side  stood 
angels,  while  in  the  upper  portion  of  the  picture  three  figures — 
the  Deity,  the  Virgin,  and  a  Saint, — were  represented  as  holding 
crowns.  The  figures  seem  to  have  been  displayed  in  a  divided 

1  Lille.  Fischel  No.  33,  see  also  Oxford,  Robinson,  Catalogue  No.  4.  p.  Ill,  and  App.  18. 
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architectural  frame  as  was  customary  in  the  altar-pieces  of  saints 
in  glory  in  which  the  principal  figure  occupied  a  central  niche, 
and  the  others  were  placed  in  appropriate  attitudes  within  separate 
settings.  Their  actions  together  combine  to  compose  a  dramatic 
scene,  but  no  attempt  is  made  to  represent  the  scene  as  such,  and 
the  imagination  of  the  beholder  is  called  upon  for  the  combination 
of  all  the  elements.  This  painting  varied  from  such  decorative 
representations  only  in  the  pictured  action  of  St.  Nicholas ;  but, 
as  far  as  can  be  judged,  the  group  can  scarcely  have  been  of  a  pro- 
nounced dramatic  character.  It  appears  more  probable  that  St. 
Nicholas  stood  sympathetically  above  his  prostrate  foe,  charming 
in  his  pose  and  decorative  in  his  outlines,  but  as  little  concerned 
with  the  meaning  of  his  actions  as  are  the  enniched  heroes  and 
prophets  in  Perugino's  frescoes  upon  the  walls  of  the  Cambio.1 

The  third  picture  painted  for  Citta  di  Castello  has  suffered 
better  fortune  and,  displayed  in  the  Brera  at  Milan,  it  remains, 
since  the  *  Madonna  Connestabile '  and  the  second  *  St.  George ' 
are  in  St.  Petersburg,  the  one  outstanding  work  of  the  early 
manner  which  is  accessible  to  the  general  public.  The  *  Marriage 
of  the  Virgin'  or  'Sposalizio'  (Plate  x.)  bears  the  date  1504, 
and  is  the  earliest  of  Raphael's  dated  pictures.  As  much  as 
any  of  the  pictures  which  have  been  considered,  it  remains  in 
its  conception  within  the  mental  circle  of  Perugino's  studio. 
Its  closest  analogy  with  any  picture  from  the  studio  of  Perugino 
lies  with  the  picture  of  the  same  subject  which  is  now  at  Caen 
and  has  generally  been  believed  to  have  been  painted  by  Perugino 
for  the  Cathedral  of  Perugia.  Mr.  Berenson  claims,  however,  that 
this  is  a  work  by  Lo  Spagna  of  later  date  than  Raphael's.2  His 
arguments  are  not  convincing,  but  as  full  discussion  of  them 
is  not  possible,  no  reference  can  be  made  to  the  picture.  Nor  is 

1  For  documents  dating  this  picture  1500-1  see  Magherini-Graziani,  Storia  Patria  per 
I'Umbria,  1908. 

1  The  Study  and  Criticism  of  Italian  Art,  ii.  p.  1.  The  attribution  to  Lo  Spagna  is  plaus- 
ible but  depends  upon  an  elaborate  and  rickety  structure  of  this  painter's  and  Perugino's 
styles  :  the  evidence  for  assignment  to  a  later  date  is  inadequate,  and  the  effort  to  find 
Bolognese  character  in  Raphael's  picture  unsuccessful. 
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it  necessary  to  call  it  into  account.  It  makes  little  difference  in 
the  estimate  of  Raphael's  power  whether  he  is  to  be  credited  with 
the  conversion  of  an  already  settled  but  lifeless  scheme  into  a 
living  picture  or  the  piecing  together  of  old  material.  All  the 
structural  elements  of  Raphael's  picture  are  contained  in  the  fresco 
by  Perugino  of  the  *  Charge  to  Peter '  in  the  Sistine  Chapel,  the 
predella  of  the  *  Circumcision'  in  Fano,  and  the  predella  to  Raphael's 
own  '  Coronation '  with  the  subject  of  the  '  Presentation.'  The 
octagonal  temple  and  attendant  groups  occur  in  all  these  pictures ; 
the  central  group  with  the  priest  is  found  in  the  predellas,  while 
in  the  '  Charge  to  Peter '  the  temple  is  placed  at  a  distance  from 
the  actors  in  a  manner  identical  with  that  in  the  '  Sposalizio '  of 
Raphael  and  the  picture  at  Caen.  The  poses  of  the  two  principal 
actors  in  the  '  Sposalizio '  are  almost  identical  with  those  in 
Raphael's  own  '  Presentation,'  while  the  strange  attitude  of 
Joseph's  left  leg  not  only  occurs  in  the  Virgin  of  the  '  Presenta- 
tion,' but  can  be  traced  farther  back  to  the  principal  old  man  in 
the  *  Circumcision  '  at  Fano.  These  and  a  hundred  other  parallel- 
isms of  detail  are  too  frequent  to  be  worth  mentioning  if  nothing 
more  is  desired  than  to  emphasise  the  obvious  resemblance  of  the 
picture  to  others  of  its  family,  and  they  occur  over  too  wide  a 
field  to  be  of  value  in  tracing  Raphael's  debt  to  the  influence  of 
any  particular  picture. 

Raphael's  innovations  in  this  picture,  or  rather  the  special 
variations  in  the  Peruginian  tradition  which  his  taste  led  him  to 
emphasise,  are  upon  the  same  lines  as  those  noted  in  the  other 
pictures.  His  figures  show  no  sign  that  his  conception  of  the 
apposite  and  the  beautiful  was  different  from  that  of  Perugino ; 
they  are  graceful,  dainty  and  charming,  somewhat  weak  in  drawing 
with  the  weakness  that  comes  of  a  preference  for  a  particular 
sentiment  over  study  and  realisation,  and  their  attitudes  are 
occasioned  by  decorative  and  ornamental  rather  than  dramatic 
considerations.  But  within  this  sphere  there  is,  as  there  was  in  the 
'Coronation'  and  its  predellas,  a  definite  attempt  to  place  the  figures 
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upon  a  basis  of  observed  truth.  The  peeping  maiden,  the  heads 
of  the  priest,  Joseph,  the  Virgin  and  several  of  the  attendants,  and 
occasional  turns  of  limb  and  drapery  have  a  freshness  and  vitality 
which  could  only  come  from  the  infusion  of  new  observation  into 
the  old  forms.  There  is  in  the  central  group  no  little  vitality  and 
sentiment  in  the  figures,1  and  far  more  than  this,  the  grouping  of 
the  figures,  with  its  evident  intention  of  breaking  up  the  planes 
of  the  picture,  tells  of  Raphael's  dissatisfaction  with  the  uniform 
or  sporadic  arrangements  of  Perugino's  figures.  They  are  no 
longer  placed  in  a  semicircle ;  but  a  cruciform  design  leads  the 
eye  from  the  foreground  to  the  principal  figures  and  concentrates 
the  interest  in  the  central  action.  Even  the  line  of  the  heads, 
— straight  and  unrelieved  in  the  *  Coronation ' — is  broken  in 
the  '  Sposalizio,'  and  a  diminution  in  their  size  helps  with  the 
cruciform  arrangement  to  throw  them  backwards  with  some 
realisation  of  space.  In  this  respect,  however,  the  *  Sposalizio ' 
is  less  advanced  than  the  '  Presentation '  predella  or  the  *  Vision 
of  St.  Bernard '  of  Perugino ;  for  there  the  grouping  and  the 
architecture  are  skilfully  combined,  while  here  the  division 
between  the  two,  and  the  consequent  projection  of  the  main 
incident  into  the  foreground,  bring  the  picture,  almost  as 
much  as  the  Caen  altar-piece,  into  the  circle  of  Peruginesque 
paintings  which  are  most  notable  for  their  complete  failure  to 
master  the  difficulties  of  composition  in  space.  No  actual  study 
of  grouping  in  an  open  space  before  a  building  lies  at  the  bottom 
of  the  '  Sposalizio ' ;  the  two  parts  of  the  picture,  landscape  and 
figures,  remain  almost  as  distinct  as  the  heavenly  and  earthly 
spheres  in  the  '  Coronation,'  and  while  in  each  fresh  care  and 
fresh  observation  have  left  their  mark  in  the  sentiment  and  work- 
manship of  many  details,  the  lack  of  fusion  and  combination  be- 
tween the  two  is  a  sign  that  Raphael  was  still  engaged  in  devising 

1  Note  especially  the  action  of  the  right  arm  of  the  Virgin,  which  is,  as  Wdlfflin  (Renais- 
sance, tr.  Armstrong,  p.  80)  points  out,  the  reason  why  the  position  of  the  whole  group  is 
altered  from  the  traditional  arrangement.  It  is,  however,  not  safe  to  attribute  the  invention 
of  this  change  to  Raphael — only  less  unsafe  than  to  see  in  it  a  mark  of  Bolognese  influence. 
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subtle  variations  upon  a  conventional  and  primitive  arrangement, 
and  had  not  wrought  the  whole  into  a  new  and  genuine  vision 
of  his  own.  He  still  saw  the  scene  in  terms  of  preceding  pictures, 
and  had  not  the  force  to  bend  his  picture  into  the  forms  of  his 
own  observation  and  imagination.  But  the  Peruginesque  tradi- 
tion had  means  for  compensating  for  failure  to  secure  a  unity  of 
space  and  atmosphere,  and  these  Raphael  employed  to  the  full. 
In  the  first  place,  the  pattern  of  his  lines,  both  in  the  figures  and 
the  background,  is  harmonious  and  interdependent,  and,  in  the 
second,  the  height  of  the  horizon,  the  breadth  and  openness  of  the 
landscape,  and,  above  all,  the  vision  of  pure  sky  through  the 
empty  door  of  the  temple  give  the  impression  of  a  spacious 
atmosphere,  which  is  powerful  enough  in  itself  to  hide  the  fact 
that  they  are  completely  separate  from  the  principal  composi- 
tion. In  this  way  Raphael  has  almost  succeeded,  in  the  manner 
of  Perugino,  in  producing  by  two  efforts  an  effect  which  he  was 
as  yet  incapable  of  securing  in  one,  but,  at  the  same  time,  by  his 
modifications  in  the  group  and  the  landscape,  he  has  far  surpassed 
Perugino  in  creating  a  group  which  is  concentrated  and  varied 
and  tends  to  carry  the  eye  through  itself  into  the  space  beyond. 

In  these  pictures  the  influence  of  Perugino  is  so  predominant 
that,  even  though  the  master  was  certainly  separated  from  the 
pupil  for  two  years  before  the  last-mentioned  painting  was  com- 
pleted, it  is  difficult,  almost  supererogatory,  to  trace  any  other 
influence  but  his  upon  Raphael's  manner.  Similarities  and 
divergences  alike  suggest  the  work  of  a  young  and  keen  observer, 
who  could  both  seize  the  advantages  of  the  method  which  he  was 
being  taught,  and  supplement  it  by  occasional  variations  and 
innovations,  but  remained  throughout  entirely  satisfied  with  the 
excellence  of  the  tradition  in  which  he  worked.  Nor,  though  the 
greater  concentration  and  aliveness  of  the  figures  remove  Raphael's 
work  entirely  from  the  level  of  the  ordinary  production  of  Peru- 
gino's,  were  these  elements  wanting  in  the  best  works  of  Perugino 
himself.  Even  had  they  been,  Pinturicchio,  his  partner,  with  as 
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great  inequality  in  his  work  as  Perugino  himself  showed,  exhibited 
also  at  times  greater  mastery  in  precisely  these  two  qualities. 
It  is  therefore  unnecessary  to  suppose  that  Raphael  undertook  a 
journey  to  Florence  before  he  painted  the  '  Sposalizio,'  however 
possible  such  a  journey  might  be  in  itself,  and  it  becomes  more 
than  unnecessary,  even  absurd,  to  suppose  with  Messrs.  Crowe 
and  Cavalcaselle  that  this  journey  took  place  between  the  execu- 
tion of  the  *  Coronation '  altar-piece  and  that  of  its  predellas. 


in 


In  the  second  group  of  pictures  assigned  to  Raphael  during 
this  period  the  interest  passes  from  the  group  and  the  whole 
figure  to  the  human  face.  Something  of  an  irregular  advance 
has  already  been  noticed  from  the  all  butjure  Peruginesque 
features  of  the  figuresjn  the  *  Coronation  *  to  the  freer  and  more 
individual  countenances  of^the  'Sposalizio.'  The  counterpart  of 
that  picture  in  the  list  of  Raphael's  Madonnas,  the  '  Madonna 
del  Granduca '  (Plate  XL)  now  in  the  Pitti  gallery,  belongs 
to  a  slightly  later  period,  when  Raphael  was  working,  at  any 
rate  partly,  in  Florence.  Its  head,  but  for  the  greater  finish  in  its 
workmanship,  for  which  the  larger  scale  is  quite  sufficient  explana- 
tion, might  be  that  of  one  of  the  attendant  maidens  in  the  '  Sposa- 
lizio,' showing  the  same  oval  frame,  the  same  eyes  under  their 
black-lined  lashes,  the  same  straight  slight  nose,  all  but  unmarked 
save  at  the  round  well- chiselled  point  and  nostrils,  and  the  same 
small  curved  upper  lip.  There  is  also  something  of  the  same 
slight  awkwardness  and  angularity  in  the  pose  of  the  left  arm, 
and  the  large  long-fingered  hands  remain.  Only  the  longer  and 
slighter  lower  lip  might  tell  of  a  new  influence ;  while  the  greater 
simplicity  of  the  attitude  shows  that  the  first  lesson  which  Raphael 
learnt  at  Florence  was  that  his  type  of  Madonna  lay  ready  to  his 
hand  in  his  portraits  of  her  attendant  maidens. 

The  irregularity  of  Raphael's  advance  is  shown  in  the  two 
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pictures  of  the  Madonna  which  alone  give  certain  evidence  of 
the  characteristics  of  his  Perugian  period.  Both  the  *  Madonna 
Ansidei'  (Plate  xn.)  and  the  '  Madonna  di  Sant'  Antonio  '  (Plate 
xiii.)  are  later  than  several  paintings  which  must  be  dealt  with,  on 
every  ground,  together  with  the  pictures  of  the  '  Florentine '  period. 
In  some  features  the  *  Madonna  di  Sant'  Antonio '  definitely 
betrays  the  influence  of  Florentine  masters,  but  in  general,  both 
in  the  types  of  the  heads  and  the  scheme  of  the  groups,1  these 
two  altar-pieces  remain  fundamentally  Peruginian  work,  and  are 
not  only  less  advanced  than  the  *  Madonna  del  Granduca,'  but 
even  than  the  *  Sposalizio.'  This  is  not  only  observable  in  the 
mechanical  grouping,  but  also  in  the  figures  of  the  Madonna 
and  the  Child  and  in  the  painting  of  the  faces.  The  Madonna's 
head  is  bent  awkwardly  and  without  elasticity  upon  one  side, 
her  face  is  of  an  extravagant  oval,  the  eyelids  are  puffy,  the 
nose  and  upper  lip  scarcely  indicated,  while  the  cheeks  and 
features  are  represented  without  transition  and  consequently 
without  suggesting  in  any  degree  the  structure  of  the  head. 
There  is  nothing  here  of  the  fluidity  of  painting  which  existed  in 
the  *  Madonna  del  Granduca  '  or  the  heads  of  some  of  the 
attendants  in  the  '  Sposalizio ' ;  and,  similarly,  in  the  affected 
posture  of  the  hand  in  the  '  Ansidei,'  the  general  stiffness  of  the 
Madonna  in  both  pictures  and  the  tight  and  wine-skin-like  texture 
of  the  infants'  bodies,  there  is  nothing  to  suggest  that  the  painter 
had  already  attained  the  comparative  mastery  of  the  two  earlier 
paintings. 

These  characteristics,  however,  all  attach  themselves  to  a 
group  of  pictures  of  the  Madonna  which  have  been  attributed  to 
Raphael,  and  must  be,  if  they  are  his,  works  of  a  period  earlier 
than  the  '  Coronation '  and  the  *  Sposalizio.'  These  pictures  have 
in  each  case  drawings  associated  with  them  which  are  attributed 

1  It  is  generally  assumed  that  the  altar-piece  by  Bernardino  di  Mariotto  (Perugia 
Gallery,  vii.  2)  is  later  than  the  '  Madonna  di  Sant'  Antonio.'  See  Crowe  and  Cavalcaselle, 
i.  p.!22n. 
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by  the  majority  of  critics  to  his  masters  Perugino  and  Pin- 
turicchio.  The  best  authenticated,  and  probably  the  latest  of  this 
group  of  pictures  is  the  '  Madonna  Connestabile,'  which  is  now  at 
St.  Petersburg  (Plate  xvi.),  a  little,  circular  painting  of  the 
Madonna  and  Child  set  within  spandrils  with  an  ornamental 
pattern.1  In  this  the  head  of  the  Virgin  forms  a  stepping-stone 
between  those  in  the  *  Coronation '  and  the  *  Ansidei  Madonna  ' ; 
the  infant  closely  resembles  that  in  the  latter  picture,  while  the 
exquisite  painting  of  the  little  hand  upon  her  breast  recalls  the 
subtlety  and  tenderness  of  the  *  Presentation '  predella  and  the 
*  Sposalizio.'  The  left  hand  of  the  *  Connestabile  Madonna,'  while 
both  it  and  the  right  have  long  and  bony  fingers,  does  not  exhibit 
the  characteristic  affectation,  already  observed  in  the  *  St. 
Sebastian,'  of  a  little  finger  raised  in  clasping  above  the  level  of 
the  others.  This  may  be  due  to  the  fact  that  as  originally 
designed  the  left  hand  held  an  apple  and  not  a  book,  but,  apart 
from  this,  it  is  characteristic  of  a  greater  simplicity  in  the  lines 
and  attitude  of  the  figure  than  belongs  as  a  rule  to  Peruginesque 
paintings.  The  affectation  is  strongly  marked  in  two  of  the 
three  other  Madonnas  of  this  period  attributed  to  Raphael  in  the 
Kaiser  Friedrich  Museum  at  Berlin.  In  one  of  these,  the  *  Solly 
Madonna'  (Plate  xvn.),  it  is  associated  with  a  more  rounded  face, 
and  more  definite  and  symmetrical  features  than  those  of  the 
Madonna  of  St.  Petersburg ;  in  the  other,  the  '  Madonna  Diota- 
levi '  (Plate  xvm.),  with  a  long  and  gaunt  figure  whose  face,  in  its 
broken  curves  and  elongated  ill-fitting  features,  is  an  exaggeration, 
almost  a  caricature,  of  the  type.2  The  two  Infants  in  this  latter 
picture  closely  resemble  those  in  the  '  Madonna  di  Sant'  Antonio,' 
and  further  resemblances  occur  between  that  picture  and  the 
third  of  the  Berlin  pictures,  the  '  Madonna  and  two  Saints ' 

1  The  pedigree  of  this  picture  is  less  perfect  than  it  is  often  represented.     It  has  no 
certain  connection  with  Domenico  Alfani,  Raphael's  friend,  and  it  is  referred  to  in  the 
documents  as  anonymous,  by  Perugino  and  by  Raphael  indifferently.    (Giornale  d'  Erudizione 
Artistica  Per.,  vi.  77  and  321). 

2  A  further  caricature  with  Michelangelesque  variations  in  Milan,  Castello,  250. 
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(Plate  xix.).  Thus,  in  spite  of  immense  differences  in  type  and 
workmanship,  there  is  inter-relation  between  the  whole  group, 
and  upon  the  strength  of  this,  without  tradition  and  without 
documents,  they  are  all  brought  into  the  list  of  Raphael's  work. 

If  these  Madonnas  are  accepted  as  Raphael's, — and  the 
*  Madonna  Connestabile,'  the  *  Ansidei '  and  the  '  Sant'  Antonio  ' 
are  accredited  to  him  on  almost  as  good  grounds  as  any  panel 
pictures, — they  show,  as  do  the  subject  pictures  of  the  first  group, 
a  combination  of  general  Peruginesque  style  with  distinctive 
features  of  their  own.  The  mood,  the  arrangement  and  the 
colouring,  the  drawing  of  the  Infants,  the  landscape,  the  atti- 
tudes of  the  Madonnas  and  the  general  scheme  of  the  pictures, 
with  their  softness,  subdued  feeling,  touches  of  ornament  in  the 
dress,  and  elements  of  observed  nature  in  the  Infants,  are  all  quite 
sufficient  to  bring  the  pictures  into  the  circle  of  Peruginesque 
work.  There  are  even  the  gross  inequalities  of  execution,  as 
shown  in  the  scamped  work  in  the  extremities  of  some  of  the 
figures  and  the  tender  care  and  observation  in  the  others,  which 
are  characteristic  of  Perugino  himself  and  of  Raphael,  together 
with  every  member  of  the  studio.  If  the  pictures  did  not  bear  on 
their  own  faces  the  association  with  the  work  of  the  studio,  it 
would  be  enough  in  order  to  prove  the  resemblance  to  point  to 
the  drawings  connected  with  them,  which  appear  to  different 
critics  as  being  by  Raphael  himself,  Perugino  or  Pinturicchio. 
But  besides  these  points  of  similarity,  there  is  a  great  divergence 
in  no  less  central  a  feature  than  the  head  of  the  Madonna.  Much 
as  they  vary  among  themselves,  and  much  as  they  present  actual 
details  which  are  identical  with  Perugino's  practice,  these  heads 
show  no  actual  approximation  to  any  of  Perugino's  forms.  Nor 
are  they  unsuccessful  copies  of  Perugino.  The  head  of  the 
Madonna  in  Dr.  Mond's  '  Crucifixion '  has  already  been  taken  as 
an  example  of  Peruginesque  type.  It  only  needs  to  be  compared 
with  these  to  show  the  difference  between  them  and  a  good 
imitation  of  the  more  commonplace  of  Perugino's  types.  The 
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head  of  the  Virgin  in  the  '  Sposalizio,'  which  comes  near  to  one 
of  Perugino's  most  happy  figures  in  the  '  Vision  of  St.  Bernard ' — 
or  to  that  in  the  Pavia  altar-piece — is  not  the  head  of  any  of 
these  paintings.  Nor  is  the  head  of  the  Virgin  in  any  of  these 
the  characteristic  variation  from  the  Peruginesque  type  which 
occurs  in  the  angels  and  the  St.  John  of  the  '  Crucifixion,'  the 
angels  and  certain  of  the  heads  in  the  '  Coronation,'  and  passing 
through  the  last  attendant  maiden  on  the  left,  and  the  youth 
with  the  bent  rod  on  the  right  of  the  '  Sposalizio '  becomes  the 
type  of  the  other  attendant  maidens  in  that  picture  and  of  the 
'  Madonna  del  Granduca.'  In  no  case  is  it  the  head  which  recurs 
in  the  group  of  paintings  which  is  next  to  be  considered.  It  is 
not  Pinturicchio's  type  nor  the  type  of  Raphael's  father.  Above 
all,  it  is  not  the  type  of  Timoteo  Viti,  although,  had  he  been 
Raphael's  master  for  the  years  before  his  entry  into  Perugino's 
studio  there  would  be  no  more  likely  place  to  find  his  influence 
than  in  these  divergences  from  Perugino's  practice  in  pictures 
which,  if  they  are  Raphael's,  must  date  from  his  earliest  days  in 
Perugia.  The  group,  therefore,  stands  almost  isolated,  and  the 
only  close  parallel  to  it  that  can  be  found  occurs  in  a  picture  so 
obscure  and  undistinguished  that  to  mention  it  in  connection  with 
Raphael's  work  is  at  once  to  emphasise  the  multitude  of  hidden 
possibilities  which  must  exist  in  the  development  and  the 
associations  of  Raphael's  youth.  It  is  a  '  Madonna  and  Child ' 
which  is  now  apologetically  attributed  to  Raphael  in  the  gallery 
at  Perugia,  and  comes  from  the  Convent  of  the  Misericordia  in 
which  Perugino  had'  his  studio  (Plate  xx.).  Coarse  and  ill- 
executed,  its  forms  but  half-understood,  it  impresses  almost  as  a 
parody  of  the  *  Madonna  Connestabile '  and  the  '  Madonna  with 
two  Saints,'  and  yet  has  variations  and  touches  of  independent 
feeling  which  mark  it  as  a  work  with  an  origin  of  its  own.  To 
assume  that  it  is  a  copy  based  upon  Raphael's  pictures  is  to  give 
the  boy  of  under  twenty-one  years  too  great  importance.  But  if  it 
is  an  independent  work,  its  existence,  like  that  of  the  anonymous 
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drawings  connected  with  the  pictures,  proves  that  there  were 
movements  and  eddies  in  the  circle  of  Perugino's  studio  far  too 
complex  and  subtle  for  the  historian  at  this  date  to  observe. 

These  heads  of  the  Madonna  are  formed  on  traditional  lines, 
and  present  less  observation  of  the  living  model  than  variation 
upon  a  settled  scheme.  If  therefore  they  fail  to  show  any  definite 
influence  besides  Perugino's  upon  the  young  Raphael,  portraits 
from  life  are  scarcely  likely  to  be  better  guides.  But  of  the 
two  portraits  which  are  assigned  to  Raphael  at  this  date,  one  is 
given  to  him  by  a  conjecture  of  Dr.  Morelli's  (Plate  xxi.),  as 
arbitrary  as  any  attribution  in  the  pre-scientific  days  of  art  con- 
noisseurship,  and  the  other  is  so  much  ruined  by  repainting  that 
it  is  worthless  as  evidence.  The  latter,  a  '  Portrait  of  a  Boy,'  in 
the  Munich  Gallery,  is  so  undistinguished  and  ugly  a  work  that 
critics  have  universally  discarded  it,  and  have  pronounced  its 
inscription  with  the  name  Raphael  as  a  forgery.  It  appears, 
however,  both  from  the  condition  of  the  lettering  of  the  inscrip- 
tion and  the  fact  that  the  letters  are  carefully  drawn  in  perspective 
with  the  buttons  upon  which  they  are  represented  as  incised,  that 
it  and  the  buttons  are  almost  the  only  part  of  the  picture  which 
is  in  its  original  state.  Nor  is  it  unlikely  that  the  inscription  led 
to  the  repainting  of  the  picture,  as  it  has  led  to  the  production  of 
an  early  and  curious  variation  of  so  insignificant  a  portrait  in  the 
Gallery  of  Hampton  Court,  in  which  the  lettering  proclaims  itself 
as  the  other  does  not,  a  manifest  forgery.  The  other  portrait,  that 
in  the  Borghese  Gallery,  is  a  striking  work,  but  it  has  no  more  con- 
nection with  Raphael  than  can  be  found  in  the  fact  that  it  came 
from  Urbino,  as  did  two  other  paintings  which  are  accepted  as  his, 
and  in  its  vigour  of  drawing  and  expression,  in  the  modelling  and 
comprehension  of  the  skull,  it  shows  features  not  only  far  superior 
to  anything  that  Raphael  could  produce  in  his  Perugian  days,  but 
even  to  the  portraits  that  are  said  to  have  come  from  him  at 
Florence.  Originally  it  was  assumed  to  be  a  portrait  of  Perugino, 
but,  as  is  known  from  his  portrait  in  the  Cambio,  he  was  already  a 
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white-haired,  soft-faced  old  man  in  the  year  1500,  when,  accord- 
ing to  Morelli's  own  theory,  Raphael  first  came  to  him  in  Perugia. 
Morelli  was,  therefore,  better  inspired  when  he  denied  the  portrait 
to  be  of  Perugino  than  in  his  later  view,  in  which  he  found  in  it 
both  a  portrait  of  that  painter  and  a  work  by  Raphael. 


IV 

These  two  groups  of  paintings,  the  large  altar-pieces  and  the 
smaller  Madonnas,  show  Raphael  to  be  in  general  the  faithful 
follower  of  Perugino,  refining  upon  the  good  qualities  of  his 
master,  and  by  no  means  avoiding  his  faults,  piecing  together 
the  elements  which  he  learned  at  the  studio,  and  making  such 
improvements  and  variations  in  detail  upon  the  general  scheme 
as  his  own  powers  of  observation  and  his  own  taste  suggested 
to  him.  If  the  pictures  show  him  possessed  of  a  definite 
personality,  it  is  a  personality  within  a  well-marked  type,  suffi- 
ciently individual  to  have  distinguished  him,  had  he  died  after 
producing  the  '  Sposalizio,'  as  one  of  the  very  best,  if  not  the 
best,  of  the  whole  school  of  Perugia,  but  not  independent  enough 
either  to  cause  him  to  be  attached  to  any  other  school  or  to  stand 
entirely  by  himself.  But  these  pictures  were  not  of  such  a 
nature  as  to  give  a  young  man  who  was  anxious  to  succeed 
full  opportunity  for  exhibiting  the  characteristics  of  his  own 
taste.  They  are  either  set  pieces  or  conventional  commissions, 
in  which  the  youth  was  expected  to  conform  to  certain  models. 
There  is  a  third  group  of  paintings  ascribed  to  Raphael  and 
dating  from  this  period ;  they  are  paintings  of  smaller  size  and 
with  subjects  of  a  less  hackneyed  nature,  and,  while  they  are  cer- 
tainly not  careless  improvisations  such  as  often  most  reveal  the 
personality  of  an  artist,  they  are  sufficiently  intimate  to  make  it 
a  reasonable  expectation  that  they  will  show  more  clearly,  not 
only  the  characteristics  which  make  Raphael's  work  on  the 
grand  scale  different  from  that  of  his  neighbours,  but  also  any 
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marks  which  might  betray  the  power  of  other  influences  than 
Perugino's. 

There  are  four  pictures  in  this  group :  the  '  Vision  of  a 
Knight,'  in  the  National  Gallery  (Plate  xxn.),  the  little  'St. 
George'  and  the  *  St.  Michael,'  in  the  Louvre  (Plate  xxin.),  and 
the  'Three  Graces'  (Plate  XXIL),  which  passed  from  the  collec- 
tion of  Lord  Dudley  to  that  of  the  Due  d'Aumale,  at  Chantilly. 
To  these  must  be  added  the  second  small  picture  of  *  St.  George,' 
which  is  in  the  Hermitage  (Plate  xxiv.),  for,  though  the  power 
exhibited  in  its  execution  raises  it  far  above  the  level  of  the 
other  works,  its  conception  and  many  of  its  details  are  so  closely 
related  with  theirs,  that,  even  if  the  latest  possible  date  for  its 
production  be  accepted,  it  belongs  essentially  and  entirely  to  the 
group.  It  is  the  only  picture  of  the  five  that  can  be  dated  by 
external  evidence,  for  if  it  be,  as  is  generally  supposed,1  a  commis- 
sion to  Raphael  from  Guidubaldo  of  Urbino,  and  painted  as  a 
present  for  Henry  vn.  of  England  in  return  for  the  gift  of  the 
Garter  made  by  that  monarch  to  the  Duke,  it  cannot  have 
been  painted  later  than  1506,  when  the  Count  Castiglione, 
Raphael's  friend,  came  to  England  with  the  Duke's  presents; 
but  there  is  reason  to  believe  that  it  may  have  been  painted 
some  time  before  this  date,  as  early,  even,  as  1504.2  The 
historical  combinations  which  have  been  woven  round  the  two 
pictures  in  the  Louvre  are  purely  fanciful ;  the  '  Vision  of  the 
Knight'  is  without  a  history  and  without  a  date,  while  the 
'  Three  Graces,'  once  connected  with  the  visit  to  Siena  in  1504 
which  is  recorded  by  Vasari,  is  now,  since  that  tradition  is 
universally  discarded,  no  less  impossible  to  date  than  the  others. 

A  common  spirit  runs  through  these  five  pictures  and  joins 
them  to  the  other  two  groups  which  have  been  considered.  The 
figures  have  a  quiet  reflectiveness,  an  air  of  unconsciousness  and 
detachment  from  their  occupations  which  even  the  violence  of 

1  Claude  Phillips,  The  Picture  Gallery  of  Charles  I.     London,  1896,  p.  77. 
1  Schmarsow,  Prcust.  Jahrb.,  U.  254. 
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the  dragons  in  the  pictures  of  the  Saints,  and  the  horrors  of 
the  background  in  the  St.  Michael  are  powerless  to  disturb. 
St.  Michael  and  St.  George  in  the  Louvre  pictures  raise  their 
arms  mechanically  and  brandish  their  weapons  without  emotion, 
while,  even  in  the  Hermitage  picture,  St.  George  goes  about 
his  business  without  flourish  and  without  excitement,  but  in  a 
thorough  and  determined  fashion.  The  *  Three  Graces  *  are 
posing  in  a  pattern,  while  the  maidens  who  appear  to  the  sleeping 
Knight  hold  out  their  emblems,  but  fail  by  any  expression  of  face 
or  trick  of  posture  to  reveal  their  enigmatic  purpose.  A  pre- 
occupation with  line  and  colour,  with  the  picture  itself  as  a 
decorative_o^£ct»_^L-yisk)ii-of  geatle  picturesque  figures  full  of 
softness  and  tenderness,  are  the  qualities  common  to  these  and 
to  the  other  paintings  of  Raphael's  youth,  and  they  are  even 
more  noticeable  here  than  in  the  religious  pictures,  because  they 
appear  in  the  representation  of  scenes  in  which  either  great 
violence  of  action  or  a  suggestion  of  definite  sensual  attractive- 
ness is  inherent  in  the  subjects  and  is  actually  expressed  in  the 
surroundings  of  the  principal  figures. 

Similarities  of  drawing  also  connect  the  pictures  among  them- 
selves ;  indeed,  this  must  necessarily  be  the  case  if  the  total 
impression  conveyed  by  the  pictures  is  similar.  There  is  a  like- 
ness in  the  method  of  suggesting  the  features  of  the  head  which 
shows  most  clearly,  since,  being  all  upon  one  scale,  the  same 
slight  touches  are  used  in  each  case.  It  is,  as  it  were,  a  method 
of  shorthand  writing,  and  not  only  the  method,  but  also  the 
characters  are  the  same.  There  is  in  each  picture — save  the  '  St. 
George  '  of  St.  Petersburg — the  same  inequality  and  imperfection 
in  the  drawing ;  the  heads  and  certain  of  the  limbs  are  adequately 
suggested  and  well  placed,  while  the  bodies,  even  when  covered 
with  clothes  which  hide  all  their  forms  in  ample  and  decorative 
lines,  are  obviously  mere  approximations  and  badly  understood. 
The  colour,  soft  and  harmonious,  without — again,  save  in  the  '  St. 
George '  of  the  Hermitage,  which  in  this  respect,  as  in  the  others, 
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sums  up  all  the  excellences  of,  and  adds  new  graces  to,  the  other 
paintings — rare  distinction  of  unity  and  glow,  differs,  of  course, 
according  to  each  subject,  but  remains  essentially  the  same. 
There  is  also — save  in  the  Hermitage  picture — an  absence  of 
shadow  and  contrast  and  a  certain  monotony  of  emphasis  which 
belong  to  the  undramatic  conception  and  the  inability  to  give 
motion  to  the  body;  and  yet  there  is  an  absence,  perhaps  the 
most  characteristic  feature  of  the  whole  group,  of  the  merely 
decorative  flourishes  which  compensate  in  most  fifteenth-century 
pictures  for  want  of  unity  in  the  drawing  and  variety  in  the 
action  and  disposal  of  the  figures.  The  figures  are  solid  and 
sober,  upon  the  whole,  although  here  and  there,  as  in  the  waving 
skirt  of  the  '  St.  Michael,'  the  wind  and  the  movement  of  the 
body  make  a  dainty  play  of  line. 

These  characteristics  bring  the  whole  group  of  paintings  into 
closer  connection  with  the  *  Sposalizio '  than  with  any  other  of 
Raphael's  early  works.  Even  the  faces  bear  most  resemblance 
to  the  faces  of  the  maidens  in  that  picture  ;  they  are  totally 
different  in  every  one  of  their  suggestive  touches  from  the  more 
characteristically  formal  type  of  Perugino's  school  which  is  to  be 
found  in  the  '  Coronation '  predellas.  As  for  the  figures  them- 
selves, they  are  not  dissimilar  in  general  character  from  the  more 
careful  and  fully  observed  figures  in  Perugino's  religious  pictures, 
but  they  are  poles  asunder  from  the  work  of  Perugino  when  he 
was  engaged  upon  similar  themes.  His  *  Combat  of  Love  and 
Chastity,'  painted  in  1504  or  1505,  for  Isabella  d'Este,  shows 
elongated  and  unstable  figures,  prancing  in  exaggerated  motion, 
and  everywhere  eking  out  the  want  of  observation  and  structure 
by  fantasies  of  line.  Want  of  solidity  and  restraint  is  as  much 
a  mark  of  these  figures  as  solidity  and  dignity  is  the  mark  of 
Raphael's.  Nor  are  they  similar  to  such  works  of  the  Umbrian 
School  as  the  'Apollo  and  Marsyas'  of  the  Louvre  (Plate  xxv.), 
once  attributed  to  Raphael  and  now  credited  to  Perugino  at  an 
early  stage.  In  this  picture  there  is  still  more  studious  work, 
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more  careful  modelling  and  realisation  of  bodily  structure  than 
in  Raphael's  pictures,  but  the  forms  are  lengthy  and  wiry,  the 
heads  are  of  another  character,  and  all  these  details,  even  the 
landscape,  bring  the  picture  into  close  connection  with  still  another 
group  of  which  the  St.  Petersburg  '  Crucifixion '  is  a  prominent 
example.1 

Here,  then,  in  this  array  of  small  pictures,  should  be  the  traces 
of  the  foreign  influences,  the  un-Peruginesque  tendencies  which 
went  to  build  up  the  young  Raphael.  But  before  foreign 
influences  can  be  traced,  some  idea  of  the  historical  sequence 
of  the  pictures  among  themselves  must  be  arrived  at.  This 
raises  difficulties  at  once.  The  two  paintings  in  the  Louvre 
would  appear,  from  their  general  character,  to  be  among  the 
earliest ;  certainly  the  '  St.  George '  would,  a  priori,  seem  to 
be  many  years  earlier  than  that  of  the  Hermitage.  But,  while 
they  are  similar  in  most  respects,  so  similar  that  many  critics 
treat  them  together,  their  technique  is  completely  different.2  The 

*  St.  Michael '  would  seem  to  be  the  earlier  of  the  two,  for  it  is 
more  feebly  drawn,  and  its  accessories  are,  upon  the  whole,  quite 
childish.       But   the   dragon,   both    in    its    attitude    and    in   its 
modelling,  is    considerably  stronger    than   that    in   the   Louvre 

*  St.    George,'   and   nearer   to  that  in    the   Hermitage   picture. 
rNor  are  the  others  less  confusing.      The  'Vision  of  a  Knight' 

is  generally  taken  to  be  the  earliest  of  all,  but  traces  in  the 
heads,  and  such  slight  details  as  the  occurrence  of  a  coral  necklace, 
bring  it  into  touch  with  the  picture  of  the  '  Three  Graces.'  With 
such  a  beginning  the  search  for  outside  influences  is  difficult  to 
continue.  There  are  suggestions  in  each  of  the  pictures.  The 
'  St.  Michael '  with  its  strange  beasts  recalls  some  Flemish  painting 
of  the  '  Temptation  of  St.  Antony,'  the  horse  in  the  Louvre  '  St. 
George'  is  found  to  be  based  upon  a  drawing  of  one  of  the 
famous  horses  on  the  Monte  Cavallo  at  Rome,  while  that  in  the 

1  The  resemblance  is  also  noted  by  Harck,  Repertorium,  xix.  418. 

2  Springer,  i.  116. 
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Petersburg  picture  is  closely  akin  to  Donatello's  relief  at  Orsan- 
michele.  To  these  resemblances  may  be  added,  more  as  a 
reductio  ad  absurdum  than  as  a  serious  argument,  that  the  back- 
ground and  the  maiden  in  the  latter  picture  are  strangely  like 
those  in  a  picture  of  identical  subject  which  is  inscribed  with 
the  name  of  Bartolommeo  Vivarini  in  the  Museum  of  Berlin.1 
But  these  resemblances  are  sporadic,  and  serve  as  the  basis  of  no 
theory.  The  theories  which  have  entered  as  settled  truths  into 
most  of  the  text-books  and  catalogues  of  Europe,  are  concerned 
with  the  *  Vision  of  a  Knight '  and  the  '  Three  Graces.' 


It  is  upon  the  '  Vision  of  the  Knight '  that  Morelli  based  his 
theory  of  the  influence  of  Timoteo  Viti  upon  the  young  Raphael, 
strengthening  with  the  marks  of  style  which  he  found  in  this  picture 
the  flimsy  foundations  afforded  by  the  entry  in  Francia's  diary, 
the  unfulfilled  promise  of  documentary  evidence  and  the  general 
untrustworthiness  of  Vasari's  account.  He  used  as  arguments 
for  the  influence  the  general  character  of  the  heads,  the  hands  and 
the  landscape,  and,  above  all,  the  resemblance  between  the  female 
figures  and  those  in  two  supposed  early  works  of  Timoteo  Viti, 
and  upon  the  strength  of  these  characters  he  dated  the  picture 
about  1498,  before  Raphael  entered  the  studio  of  Perugino. 
As  for  these,  the  character  of  the  hands  is  so  variable  in  the 
early  works  of  Raphael  that  no  use  can  be  made  of  it  as  scientific 
evidence ;  the  character  of  the  landscape  might  possibly  be  im- 
portant, for  it  is  certainly  very  different  from  the  landscapes 
of  Perugino,  were  it  certain  that  the  difference  is  not  due  to 
some  definite  meaning  attached  to  it  by  the  painter,  and  this 
certainty  cannot  be  arrived  at  until  the  symbolism  of  this  puzzling 
work  has  been  explained.  It  is,  moreover,  very  similar  to  that 
in  a  picture  by  Pinturicchio  in  which  the  figure  of  a  knight 

1  Kaiser  Friedrich  Museum,  No.  460,  dated  1485. 
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forms  still  another  link.1  As  for  the  female  figures,  while  their 
likeness  to  Viti's  'St.  Margaret '  at  Bergamo  is  not  disputed,  there 
is  no  adequate  ground  for  placing  that  picture  among  Viti's  early 
works,  and  their  likeness  to  the  San  Vitalis  of  Viti's  *  Madonna ' 
in  the  Brera  is  more  than  counterbalanced  by  their  and  Raphael's 
general  dissimilarity  with  all  the  more  characteristic  features  of 
that  work.  Moreover,  their  difference  from  Perugino's  figures 
is  exaggerated.  There  are  maidens  with  short  heavy  dresses 
and  bare  feet  in  Perugino's  pictures,  notably  in  the  'Vision 
of  St.  Bernard,'  the  likeness  of  which  to  the  '  Sposalizio '  has 
already  been  noted,  and  in  the  Fario  predella  of  the  '  Circum- 
cision' (which  served  as  model  for  Raphael's  'Presentation'), 
and  in  the  '  Assumption '  at  Bologna.  The  same  pictures  and 
many  others  give  precedents  for  other  details  of  the  dress, 
notably  the  head-dress  of  the  maiden  on  the  right,  which  occurs 
in  the  'Vision  of  St.  Bernard'  and  again,  together  with  the 
whole  attitude,  in  the  '  Circumcision '  from  which  they  were 
borrowed  for  Raphael's  'Presentation.'  Even  the  head-dress 
of  the  maiden  on  the  left  occurs  both  in  Perugino's  and  in 
Raphael's  predellas.  But,  even  were  the  total  identity  of  these 
two  figures  with  Viti's  claimed,  and  it  is  not,  they  can  only 
be  used  as  arguments  for  the  dating  and  the  history  of  the 
picture  by  the  total  suppression  of  the  third  and  the  most  im- 
portant figure  of  the  group.  The  higher  criticism  in  art,  basing 
its  conclusions  at  one  moment  upon  the  vaguest  generalities 
and  at  another  endeavouring  to  establish  theories  by  use  of 
isolated  details,  is  full  of  such  suppressions,  but  none  is  more 
amazing  than  this.  It  is  of  minor  importance  that  the  Sleeping 
Knight  has  a  Peruginesque  helmet  and  cuirass  (see  the  '  Assump- 
tion '  of  Bologna  and  the  Cambio),  although,  had  they  occurred 
in  and  not  been  obtrusively  absent  from  Timoteo  Viti's  figure  of 
St.  Vitalis,  they  would,  no  doubt,  have  proved  indubitable 
evidence  of  relationship.  But  it  is  more  than  significant  that  his 

1  The  Knight  of  Aringhieri  (Siena,  Duomo). 
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whole  pose,  especially  his  crossed  legs,  his  hands  and  his  head,  is 
a  free  version  of  the  two  figures  to  the  left  of  Perugino's  '  Agony 
in  the  Garden,'  which  is  now  in  the  Academy  at  Florence.  In 
the  face  of  this  figure  the  argument  for  a  pre-Peruginesque 
Raphael  falls  to  the  ground,  and  it  even  becomes  very  doubtful 
that  this  picture  is  an  early  work  in  the  studio  of  Perugino, 
executed  before  the  influence  of  Timoteo  Viti  had  worn  off.  It 
is  excessively  improbable  that,  after  attaining  such  power  in 
varying  and  adapting  Peruginesque  figures,  Raphael  returned  to 
the  slavish  and  feeble  imitation  which  is  observable  in  the  Mond 
'  Crucifixion.'  It  is  not,  indeed,  inconceivable  that  this  should  be 
the  case,  nor  is  it  inconceivable  that  Raphael  should  return  with 
fuller  power  to  his  earlier  manner  in  the  '  Sposalizio '  when  freed 
from  Perugino's  immediate  presence ;  but,  if  these  theories  are 
conceivable,  a  hundred  other  hypotheses  are  equally  probable, 
and  it  becomes  ludicrous  to  fix  upon  any  one  of  them  and  to  treat 
it  as  an  established  fact.  Morelli's  arguments  were  of  great  value 
in  emphasising  characteristics  in  Raphael's  work  which  are  not 
purely  Peruginesque,  and  even  more  so  in  pointing  out  the  import- 
ance in  his  history  of  possible  association  with  artists  of  the 
second  rank,  but  when  they  become,  not  daring  paradoxes  and 
clever  surmises,  but  established  dogmas  repeated  in  every  cata- 
logue, they  are  misleading  and  untrue. 

Resemblances  in  the  type  of  head  and  figure,  and  such  details 
of  identity  as  the  coral  necklace,  connect  the  picture  of  the  '  Three 
Graces '  with  the  '  Vision  of  the  Knight,'  and  they,  together  with 
the  general  dissimilarity  with  Perugino's  work  which  this  picture 
also  shows,  are  seized  upon  by  the  historians  who  wish  to  place 
this  picture  too  at  the  beginning  of  Raphael's  career  before  he 
was  dominated  by  Perugino.  A  more  curious  point  of  detail 
serves,  as  does  the  figure  of  the  Knight  in  the  *  Vision,'  to  bring 
the  picture  back  again  into  the  Peruginesque  circle,  though  it 
leaves  the  question  of  the  date  untouched.  The  Grace  to  the 
left  of  the  picture  is  posed  in  the  characteristic  attitude  of 
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Perugino's  nudes,  whether  they  are  figures  of  Christ  or  classical 
figuresT It  occurs  both  in  the  Apollo  in  the  Louvre  picture 
and  in  the  '  Blessing  Christ '  of  Brescia,  but  it  is  not  confined 
to  these  two  pictures  which  have  been  attributed  to  Raphael, 
but  occurs  again  and  again  in  figures  of  Christ,  St.  John,  and 
St.  Sebastian,  and,  when  masked  by  drapery,  may  almost  be 
said  to  occur  in  the  majority  of  Peruginesque  figures.  It  is  an 
attitude  in  which  the  weight  of  the  body  thrown  upon  one  leg 
protrudes  one  thigh,  while  the  other  thigh  is  drawn  in  and  the 
other  leg  is  loosely  dragging.  The  picture  is  an  exercise  in  this 
attitude,  for  each  of  the  figures  presents  it  in  a  different  aspect, 
and,  having  mastered  it,  Raphael,  until  the  end  of  his  days, 
retained  a  fondness  for  it.  It  is  too  universal  an  attitude  to  call 
for  remark  were  it  not  that  the  lines  of  the  body  in  the  one  Grace 
to  the  left  are  identical  with  Perugino's  practice.  Besides  this 
point,  the  inclination  of  the  heads  connects  the  picture  with 
Raphael's  Madonnas,  while  not  only  something  in  the  features, 
but  also  the  landscape  and  the  treatment  of  the  hands  bring  it 
into  the  closest  connection  with  the  most  certain  of  that  group, 
the^Connestabile  Madonna?  That  picture  cannot  by  any  trick 
of  criticism  be  dated  earlier  than  Raphael's  arrival  at  Perugia,  or 
even  in  his  earliest  days  there. 

The  way  is  thus  left  open  to  connect  this  little  picture,  as  was 
done  by  critics  of  the  pre-Morellian  era,  with  the  visit  of  Raphael 
to  Siena,  which,  according  to  Vasari,  took  place  at  the  end  of  his 
o-called  Perugian  period.  A  group  of  the  '  Three  Graces,'  an 
mtique  work,  stands  in  the  Library  of  the  Cathedral  which  is 
idorned  with  Pinturicchio's  frescoes.  Vasari  says  that  Raphael 
lelped  Pinturicchio  in  the  decoration  of  this  room,  and  though  he 
Iocs  not  mention  the  '  Graces,'  it  was  natural  to  suppose  that  the 
ittle  picture  and  a  drawing  of  the  same  subject  which  is  in  the 
Venice  sketch-book,  were  the  fruit  of  visits  to  Siena.  It  would 
tempting  to  believe  this  and  to  trace  the  simpler  sobriety  not 
3nly  of  these  figures,  but  of  those  in  the  whole  of  the  group  of 
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these  paintings  to  the  definite  effect  of  the  one  visit  to  Siena  an< 
the  one  introduction  to  ancient  art  through  a  statue  which  stii 
stands  where  Raphael  saw  it.  Unfortunately,  the  arguments  o 
recent  critics,  while  they  have  not  established  their  own  case,  hav 
succeeded  in  shaking  this  combination.  No  one  can  trace  a  vestig 
of  Raphael's  hand  in  the  frescoes  of  the  Library,  although  there  i 
a  difference  of  opinion  as  to  the  share  that  Raphael  may  have  ha< 
in  the  composition  of  the  drawings.  There  is,  moreover,  consider 
able  doubt  as  to  the  date  when  the  statue  was  placed  in  th< 
Library,  and,  further,  the  group  is  of  such  frequent  occurrence  ii 
ancient  works  of  art  that  to  connect  it  with  the  particular  versioi 
at  Siena  is  a  purely  arbitrary  act  of  association.  Therefore,  in  thi 
case  also,  historical  certainty  is  impossible  to  arrive  at ;  every  com 
bination  is  imaginary,  and  the  only  point  which  is  secure  is  tha 
from  some  source  which  must  remain  unknown  a  classical  influeno 
emanating  from  a  real  work  of  ancient  art  came  upon  the  young 
Raphael  in  his  Perugian  days,  strengthened  the  influence  of  wha 
was  valuable  in  Perugino's  teaching,  corrected  its  excesses,  and  ai 
an  early  date  gave  Raphael  an  insight  into  the  possibilities  o 
a  greater  manner,  and  brought  him  before  a  world  of  art  which  h< 
was  afterwards  to  make  his  own. 

Thus,  with  the  exception  of  the  Peruginesque  tradition,  whict 
shows  itself  constant  through  all  the  variations  of  all  the  pictures 
no  certain  influence  can  be  discovered  and  dated  in  Raphael's  earlj 
pictures.  They  possess  no  sequence  which  gives  the  clue  to  the 
dominant  effect  of  other  painters.  We  stand  in  just  the  same 
position  as  Vasari  or  Condivi,  in  whose  accounts  Raphael  passed 
from  the  circle  of  his  father  to  the  circle  of  Perugino.  Othei 
elements,  Florentine,  Bolognese,  antique,  can  be  observed,  but 
unless  they  be  placed  at  the  very  end  of  Raphael's  Perugian 
period,  when  they  become  merged  in  the  mass  of  diverse  influences 
which  produced  the  transitional  and  so-called  Florentine  manner, 
they  are  impossible  to  assess  or  date  with  precision.  The  mechani- 
cal theory  which  attaches  every  movement  of  an  artistic  mind  to 
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definite  and  external  incidents  and  accidents  finds  in  definite 
journeys  to  different  places  the  necessary  pegs  upon  which  to 
hang  the  various  influences.  But  these  are  far  more  possible  than 
is  generally  allowed  by  the  historians,  who  write  as  though  every 
movement  of  an  undistinguished  journeyman  painter  were  likely 
to  be  recorded.  Raphael  may  have  made  many  journeys  to 
Urbino  at  any  period  between  his  arrival  at  Perugia  and  the  year 
1504,  and  even  Messrs.  Crowe  and  Cavalcaselle  are  forced  to 
imagine  unrecorded  journeys  to  Florence  in  order  to  account  for 
the  difference  between  the  '  Coronation '  and  its  predella.  At 
Urbino  he  would  have  found  Timoteo  Viti,  to  whom  he  may  have 
taught  far  more  than  he  learnt  from  him,  and  whose  work,  notably 
the  '  Magdalen '  at  Gubbio  and  the  '  Immaculate  Conception '  of 
the  Brera,  show  far  more  points  of  similarity  with  the  'Florentine ' 
than  with  the  earlier  pictures  of  Raphael.  Moreover,  the  period 
of  Raphael's  youth  is  approaching  the  time  when  the  higher 
criticism,  which  only  flourishes  among  clearly  marked  and  primi- 
tive traditions,  finds  itself  face  to  face  with  a  free  and  developed 
art  and  is  necessarily  silent.  Influences  had  become  already  too 
complex  for  absolute  determination  in  any  given  case.  Perugino 
himself  had  absorbed  much  from  Florence ;  he  gave  much  to 
Bologna.  To  decide  in  Raphael's  case  exactly  how  much  he 
received  through  Perugino  and  how  much  through  the  original 
or  derivative  sources  would  be  a  difficult  task  even  if  every  picture 
and  drawing  of  Raphael's  had  been  preserved  and  were  every  one 
which  is  ascribed  to  him  authentic.  Nor  yet  are  journeys  necessary 
for  the  communication  of  artistic  influences.  Raphael  was  accus- 
tomed from  his  earliest  youth  at  Urbino  to  the  sight  of  pictures 
of  every  school  and  every  date,  and  Perugia  had  its  share  of 
Florentine,  perhaps  also  of  Bolognese  paintings.  Drawings,  also, 
multiplied  by  pupils  and  easily  carried  from  one  atelier  to  another, 
were  in  those  days  as  great  channels  of  influence  as  pictures. 
In  Raphael's  case  they  were,  perhaps,  even  greater.  In  the  next 
period  his  colouring  and  painting  remain  largely  Umbrian,  while 
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his  drawing  and  conception  follow  Florentine  influence,  and  give 
an  indication  of  his  character  during  the  Roman  period  which  is 
entirely  wanting  in  the  paintings.  In  the  Perugian  period,  also, 
if  a  drawing  of  the  horse  on  Monte  Cavallo  was  the  model  of  the 
*  St.  George '  in  the  Louvre,  there  is  no  reason  why  a  sketch  of 
Donatello's  relief  should  not  have  inspired  the  *  St.  George '  of  the 
Hermitage.  Other  drawings  from  Donatello's  work  seem  cer- 
tainly to  have  had  influence  upon  him.1  The  needs  of  customers 
or  patrons  were  also  potent  factors  in  determining  the  character 
of  paintings,  and,  while  these  would  generally  have  a  restraining 
and  localising  effect,  they  may  well  occasionally  have  led  to  the 
imitation  of  a  foreign  model.2  With  all  these  possibilities,  it  is 
unnecessary  to  have  recourse  to  the  theory  of  a  journey,  and  arbi- 
trary to  construct  a  definite  history  in  order  to  account  for  the 
existence  of  influences.  In  the  case  of  a  painter  the  sight  of  a  single 
picture  or  drawing,  the  memory  even  of  a  picture  seen  once  and 
not  remarked  at  the  moment,  might  mean  as  much  in  its  artistic 
influence  when  joined  to  a  particular  mood  or  to  the  observation 
of  a  particular  effect  in  nature  as  an  association  for  a  short  or 
a  long  period  with  men  or  works.  To  no  more  definite  causes 
than  these  all  the  variations  which  Raphael  shows  from  Perugian 
practice  should  be  ascribed,  and  in  estimating  them  less  weight 
should  be  given  to  the  external  influence  than  to  the  peculiar 
properties  of  the  artist's  mind  which,  strengthened,  if  you  will, 
by  the  example  of  other  men,  led  him  in  his  early  days  to  find  in 
Perugino  himself,  and  to  join  with  his  manner  where  he  did  not 
find  it,  the  qualities  of  concentration  and  variety  in  his  groupings, 
sobriety,  a  lifelikeness  and  delicacy  in  his  figures,  and  in  general 
all  the  qualities  which  found  but  an  imperfect  field  in  the  Peru- 
ginesque  manner  and  led  him  onwards  through  other  schools  into 
his  ultimate  perfection.  An  influence  is  the  work  as  much  of 
him  who  feels  as  of  him  who  exerts  it. 

1  See  p.  72,  and  further  instances  in  Gronau,  Aus  Raphaeft  Ftorentinischen  Tagen. 
1  Compare,  for  an  Umbrian  example,  the  commission  for  Lo  Spagna's  '  Coronation '  at 
Trevi  on  the  model  of  a  Florentine  picture  at  Narni  (Giorn.  Erud.  Art.  Per.,  iii.  p.  175). 
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THE  TRANSITION  PERIOD 

I 

BETWEEN  the  years  1504,  when  Raphael  completed  the 
'  Sposalizio,'  and  1508  or  1509,  when  he  came  to  Rome, 
the  events  of  his  life  are  little  less  obscure  than  those  of 
his  earlier  youth.  Until  he  entered  the  service  of  the  Pope  he 
was  entrusted  with  but  two  large  commissions,  the  execution  of 
which  would  fix  him  for  a  period  of  some  months  to  one  of  the 
towns  in  which  he  resided,  and  those,  the  fresco  of  San  Severo 
in  Perugia  and  the  altar-piece  of  the  *  Coronation '  for  the  Nuns 
of  Monteluce  in  that  town,  he  did  not  complete,  and  there  is  no 
reason  recorded  for  his  failure  to  bring  them  to  completion. 
There  is  but  the  barest  mention  of  his  friendships  and  acquaint- 
ances, not  the  least  memory  of  any  adventure  or  incident  in  his 
life,  and  no  evidence  at  any  moment  of  his  presence  at  any  re- 
markable event  of  the  time.  He  was  in  Florence,  Perugia  and 
Urbino  indifferently,  but  the  documents  are  not  sufficient  to 
prove  anything  more  than  the  mere  fact  of  his  presence  at  the 
moment,  while  Vasari's  narrative  is  too  vague  and  general  either 
to  corroborate  the  documents  or  to  satisfy  by  itself. 

The  tale  told  by  Vasari  is  that  about  the  time  of  the  execution 
of  the  '  Sposalizio,'  while  Raphael  was  at  Siena  working  under 
Pinturicchio  at  the  frescoes  of  the  library,  he  met  with  certain 
painters  of  Florence  who  so  inflamed  his  mind  with  their  accounts 
of  the  wonders  which  Leonardo  and  Michelangelo  had  executed 
in  their  cartoons  for  the  Signory  at  Florence  that  he  left  his  work 
unfinished,  and,  at  the  cost  of  his  interest  and  comfort,  set  off  for 
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Florence.  There  he  executed  a  few  commissions,  until  the  death 
of  his  mother  and  his  father  and  the  consequent  family  disorders 
took  him  back  for  a  time  to  Urbino.  Here  and  at  Perugia, 
he  painted  pictures  and  received  commissions  but  returned  to 
Florence,  where,  save  for  one  more  visit  to  Perugia,  he  remained 
until  he  was  called  to  Rome. 

There  is  no  difficulty  in  throwing  doubts  upon  the  accuracy 
of  Vasari's  story.  The  motive  which  he  gives  for  the  visit  to 
Urbino  is  obviously  a  confused  memory  of  events  which  are  now 
known  to  have  occurred  nearly  ten  years  before.  The  evidence 
for  the  journeys  to  Perugia  is  clearly  nothing  more  than  that 
which  we  possess  to-day,  the  dates  upon  some  pictures  which 
were  painted  in  that  town.  Even  Raphael's  visit  to  Siena  is 
more  than  doubtful  and  is  scarcely  borne  out  by  Vasari's  own 
account  of  Pinturicchio's  life.1  As  for  the  effective  entry  into 
Florence  as  a  self-sacrificing  enthusiast  bent  upon  a  pilgrimage 
to  the  latest  great  works  of  art, — the  tale  is  too  much  like 
the  common  device  which  simple  historians  love  of  grouping 
minor  events  around  some  famous  centre  to  appear  plausible. 
Vasari  cannot  have  meant  that  Raphael  came  to  see  the  actual 
exhibition  of  Michelangelo's  cartoon,  for  that  event  took  place  in 
1506,  two  years  after  the  completion  of  the  '  Sposalizio '  and 
a  year  after  the  date  upon  the  fresco  of  San  Severo,  with  which 
presumably  he  was  familiar.  But  Vasari  cares  nothing  for  dates, 
and  his  whole  story  is  merely  a  rough  sketch. 

More  plausible  evidence  for  the  date  of  Raphael's  arrival  in 
Florence  has  been  found  in  a  letter  bearing  the  date  of  1st 
October,  1504,  which  purports  to  be  an  introduction  of  the 
young  painter  to  the  Gonfaloniere  of  Florence  by  Giovanna  della 
Rovere,  sister  of  Guidubaldo,  Duke  of  Urbino.  This  letter  not 
only  affords  an  excuse  for  departing  from  Vasari's  narrative  in 

1  Springer,  i.  p.  328,  for  an  analysis  of  the  evidence  hostile  to  the  tradition.  Schmar- 
ROW,  Raffael  und  Pinturicchio  in  Siena,  is  friendly.  Many  indications  in  Raphael's  work 
point  to  a  visit  to  Siena,  if  not  at  this  early  date.  Tradition  also  brought  him  to  Orvieto 
(Comolli,  note  14). 
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the  matter  of  the  exhibition  of  the  cartoons,  but  it  also  gives 
testimony  of  a  visit  to  Urbino  at  a  time  when,  for  different 
reasons,  such  a  visit  is  badly  wanted.  Unfortunately  it  is  not 
genuine.1  It  is  a  small  discrepancy  that  four  years  later  Raphael 
is  found  asking  for  an  introduction  to  the  same  Soderini.  But  it 
is  no  insignificant  matter  that  the  letter  makes  Giovanna  speak  of 
Giovanni  Santi  as  being  still  alive.  This  error  is  in  accordance 
with  Vasari's  account  of  Giovanni's  death,  which  would  alone  be 
known  to  a  forger,  but  it  has  been  made  manifest  by  the  dis- 
covery of  the  true  date.  Since  this  discovery  the  letter  itself 
has  mysteriously  disappeared.  With  it  goes  the  only  external 
evidence  dating  Raphael's  visits  to  Urbino  and  Florence,  and 
there  is  not  another  document  which  bears  upon  Raphael's 
presence  in  the  latter  city  until  very  shortly  before  he  left  it 
for  Rome. 

If  this  document  had  been  genuine  it  would  still  not  have 
proved  that  Raphael  definitely  severed  his  connection  with  Perugia 
in  the  year  1504,  or  took  up  his  residence  in  Florence  with  the 
intention  of  passing  any  considerable  portion  of  his  life  in  the 
town.  It  would  only  show  that  he  had  paid  a  visit  to  a  city  in 
which  his  friend  Perugino  was  already  settled,  and  where  he 
might  reasonably  expect  not  only  to  learn  much  but  also  to  gain 
great  profit.  Such  a  journey  is  in  itself  entirely  probable,  and 
does  not  in  any  way  conflict  with  the  obvious  inferences  which 
can  be  drawn  from  the  next  two  documents  which  bear  on 
Raphael's  life.  These,  if  they  are  authentic,  would  go  to  show 
that  by  the  end  of  the  year  1505  Raphael  had  not  manifested 
any  intention  of  leaving  Perugia  to  take  up  his  residence  else- 
where. The  first  document  has  received  little  notice  from 
i  historians,  perhaps  because  this  inference  is  so  clearly  to  be 
drawn  from  it,  while  they,  as  a  rule,  are  anxious  to  bring 
Raphael  as  early  as  possible  into  Florence.  It  is  an  extract  from 
!  a  day-book  of  the  Convent  of  Monteluce,  outside  Perugia,  and  it 

1  Bottari,  Lettere,  i.  p.  1.     The  letter  was  sold  in  1856  in  Paris.     Passavant,  i.  496  n. 
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is  dated  December  29th,  1505.  It  records  how,  shortly  before 
that  date,  the  Abbess  had  conceived  the  idea  of  commissioning  a 
picture  of  the  *  Coronation  of  the  Virgin '  for  the  high  altar  of  the 
Chapel,  and  how,  consulting  with  citizens  and  holy  Fathers,  she 
had  found  'the  Master'  Raphael  to  be  acknowledged  the  best 
painter  in  Perugia  and  had  given  him  the  work.  It  mentions 
also  a  contract  made  with  the  painter  a  few  days  before  the 
date  of  the  entry  and  the  sum  of  thirty  gold  ducats  which  was 
paid  to  him  in  advance. 

Another  Perugian  document  of  the  same  year  shows  that  at 
this  time  Raphael  undertook  another  large  commission  in  the 
town.  This  is  the  inscription  with  the  date  1505  upon  the  fresco 
painted  for  the  Camaldolite  Church  of  San  Severo.  The  picture 
was  never  finished  by  him,  and  as  the  inscription  was  added  in 
1521  when  Perugino  had  completed  the  fresco,  it  is  taken  to 
point  rather  to  the  year  in  which  Raphael  began  the  work  than 
that  in  which  he  finally  left  it  incomplete. 

The  Monteluce  document,  with  its  explicit  reference  to 
Raphael  as  a  painter  of  Perugia,  does  more  than  hint  that  men 
looked  upon  him  as  a  settled  institution  of  the  town,  and  the 
undertaking  of  these  commissions  shows  that  he  was  quite  pre- 
pared to  continue  to  live  there  until  they  were  completed.  But 
this  evidence  of  intention  is  less  valuable  than  the  certainty  of 
fact.  Neither  of  these  pictures  was  ever  completed.  The  nuns 
of  Monteluce  never  received  the  '  Coronation '  from  Raphael's 
hand.  In  1516  they  sent  friends  to  Rome  to  bind  Raphael  by  a 
new  contract,  and  only  in  1525  did  they  receive  a  painting  which 
was  executed  by  Giulio  Romano  and  Francesco  Penni.1  The 
monks  of  San  Severo  were  more  lucky  than  the  nuns  who 
received  at  most  a  drawing  from  Raphael.  For  them  Raphael 
painted  the  upper  part  of  the  *  Trinity,'  apparently  at  a  later 
date  than  1505,  but  he  left  the  lower  part  entirely  untouched, 

1  For  the  documents  concerning  this  picture  see  Passavant,  ii.  811.  The  later  contract 
is  now  exhibited  in  the  collection  of  drawings  in  the  Louvre,  No.  1617' 
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and,  as  far  as  is  known,  without  giving  any  indication  of  how  it 
was  to  be  completed.  Perugino  finally  covered  the  blank  space 
without  any  reference  to  the  fragment  above.  Other  paintings 
for  Perugia  seem  to  have  been  similarly  delayed,  for  both  the 
*  Madonna  di  Sant'  Antonio,'  which  carries  no  date,  and  the 
'Ansidei  Madonna,'  which  appears  to  be  dated  1507,  bear  signs 
of  having  been  executed  some  years  after  they  were  designed, 
while  the  last  picture  painted  for  Perugia,  the  'Entombment,' 
commissioned  by  Atalanta  Baglioni  and  dated  1507,  is  explicitly 
stated  by  Vasari  to  have  taken  long  to  paint.  The  cause  of  this 
interruption  must  clearly  be  found  in  pressure  of  work  in  Florence. 
A  visit  to  Urbino  or  elsewhere  may  actually  have  taken  him 
away  from  Perugia,  but  it  requires  the  constant  work  which 
Florence  provided  to  account  for  so  grave  and  continued  an 
interruption  in  the  progress  of  these  large  commissions.  Raphael 
may  have  visited  Florence  more  than  once  before  that  date,  but, 
from  now,  Vasari's  account  must  be  followed  and  the  centre  of 
his  activity  be  placed  in  the  Tuscan  capital.  But  even  then  it 
would  be  wrong  to  look  upon  him  as  definitely  severing  his  con- 
nection with  Perugia,  or  as  regarding  himself  as  settled  in 
Florence.  He  left  it  without  scruple  or  hesitation  when  he  was 
called  to  Rome,  and,  even  during  the  three  years  which  inter- 
vened, the  pictures  of  1507,  which  have  been  mentioned,  show 
that  he  had  still  an  interest  in  Perugia.  There  is  even  stronger 
evidence  than  this  in  a  letter l  which  Raphael  wrote  to  his  friend 
Alfani  in  Perugia,  shortly  after  the  completion  of  the  '  Entomb- 
ment,' for  its  tone  of  familiarity  and  its  light  reference  to  men 
and  things  prove  that  he  was  still  on  easy  terms  with  men  in  the 
town  he  had  left,  and  that  the  hundred  miles  or  so  between  the 
towns  did  not  constitute  so  impassable  a  barrier  as  is  commonly 
imagined. 

Nor  did  Raphael  in  any  way  sever  his  connection  with  Urbino. 
He  may  have  visited  it  at  some  date  between  1504  and  1506  to 

1  On  the  back  of  a  drawing  in  the  Wicar  collection  at  Lille.     Fischel,  427. 
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paint  the  little  picture  of '  St.  George  and  the  Dragon,'  which  his 
friend  Castiglione  took  in  the  latter  year  as  a  present  from  Duke 
Guidubaldo  to  King  Henry  vn.  of  England.  Vasari  saw  in 
Urbino  some  pictures  which  Raphael  had  painted  for  the  Duke. 
Could  they  be  identified  they  would  perhaps  give  the  date  of  the 
visit  and  throw  no  little  light  upon  the  development  of  Raphael's 
art.  In  the  year  1507,  on  the  llth  of  October,  he  was  in  that 
town  entering  upon  an  agreement  for  the  purchase  of  some  land,1 
a  fact  which,  as  far  as  it  goes,  shows  that  he  was  as  ready  to 
settle  there  as  elsewhere,  though  it  cannot  be  concluded  from 
the  absence  of  documents  concerning  similar  transactions  at 
Florence  or  Perugia  that  Urbino  was  the  only  town  in  which  he 
held  property.  His  relations  with  Urbino  are,  as  were  those  with 
Perugia,  attested  by  a  letter.2  He  wrote  on  the  21st  of  April 
1508,  to  his  uncle,  his  mother's  brother  and  the  letter  not  only 
recalls  the  familiarity  which  continued  to  exist  between  Raphael 
and  his  relations  till  the  end  of  his  life,  but  shows  that  even  at 
this  date  Raphael  could  use  his  influence  at  Urbino  with  a  view 
to  obtaining  favours  at  Florence. 

n 

This  is  the  bare  outline  of  Raphael's  life  during  this  period. 
It  is  too  slender  a  thread  to  support  any  consistent  theory  of  his 
actions,  too  bare  of  personal  touches  to  afford  a  picture  either  of 
himself  or  of  his  circle.  Apart  from  the  mere  fact  of  his  constant 
travelling,  the  records  tell  us  little.  They  show  him  to  have  been 
divided  between  Florence,  Perugia,  or  Urbino,  ignorant  in  which 
place  his  immediate  fortune  was  to  be  found,  and  through  whom 
his  ultimate  life's  work  would  be  occasioned.  Biographers,  who 
know  that  he  was  eventually  to  reach  Rome,  and,  after  spending 
a  brief  period  there,  to  die  without  revisiting  his  former  homes, 
forget  that  Raphael  had  no  such  knowledge  and  no  such  plan, 

1  Contract  given  in  full  by  Miintz,  Historieng  de  Raphael,  App.  1. 
*  Passavant,  i.  p.  497. 
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and  that  his  daily  life  and  his  future  depended  solely  upon  his 
daily  work.  He  travelled  and  lived  in  each  of  these  places  in 
turn,  not  knowing  where  his  home  might  be,  forming  ties  in  each 
of  them  so  light,  however  close  they  might  be  in  affection,  that 
they  have  left  no  mark  whatever  in  his  history  at  this  time. 

Possibly  he  was  most  at  home  in  Perugia,  where  the  choice  of 
the  Abbess  of  Monteluce  shows  that  even  by  the  end  of  1505  he 
had  secured  a  paramount  position.  There  his  life  would  con- 
tinue to  be,  as  it  had  been  in  the  days  of  his  apprenticeship,  a  time 
of  work  and  of  success  among  a  group  of  mediocre  friends.  He 
was  so  frequently  in  the  town  that  he  could  undertake  commis- 
sions and  even  begin  large  works  and  then  vanish,  leaving  them 
unfinished,  with  the  expectation  of  a  frequent  return.  At  Perugia, 
only,  he  worked  for  religious  bodies,  for,  in  the  city  of  internecine 
strife  between  the  two  ruling  families,  private  life  was  neither 
prosperous  nor  secure  enough  for  the  patronage  of  artists,  and  in 
a  somewhat  backward  civilisation  the  arts  still  existed  only  as 
the  servants  of  the  Church.  Certain  nobles,  such  as  Atalanta 
Baglioni  and  some  members  of  the  Ansidei  family,  gave  him  com- 
missions, and  he  executed  for  them  the  '  Entombment '  and  the 
*  Ansidei  Madonna,'  both  of  which  were  altar-pieces  for  chapels. 
But  these  were  not  his  friends.  Of  his  friends  the  only  ones  con- 
cerning whom  we  have  information  were  his  studio  companions 
and  fellow-artists.  Chief  of  these  was  one  Domenico  Alfani,  a 
painter  of  mediocre  ability  or  worse,  to  whom  Raphael,  then 
prosperous  in  Florence,  sent  a  sketch  of  a  Madonna  and  saints 
which  he  worked  up  into  a  picture  after  his  manner,  as  though  to 
show  the  world  the  difference  between  the  art  of  the  old  school 
and  the  new.  The  letter,  written  on  the  back  of  the  sketch  in 
dialect,  is  full  of  the  casual  messages  which  prove  constant  inter- 
course, and  is  as  childish  in  its  request  for  certain  love  songs  of 
one  Ricciardi  as  in  its  appeal  to  Alfani  to  get  Cesarino  to  jog 
the  memory  of  Donna  Atalanta  Baglioni  about  the  payment  of 
her  picture  and  to  secure  it  in  gold.  Cesarino  appears  to  have 
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been  the  goldsmith  Rosetti,  who,  two  years  afterwards,  executed 
two  designs  by  Raphael  for  golden  shields  which  were  commis- 
sioned by  Agostino  Chigi  at  Rome.  One  or  two  other  painters 
of  Perugino's  school,  Girolamo  Genga,  himself  of  Urbino,  and 
Lo  Spagna,  show  by  the  character  and  development  of  their  style 
that  they  remained  in  touch  with  Raphael. 

But  neither  in  the  number  nor  in  the  quality  of  her  painters 
could  Perugia  vie  with  Florence.  Throughout  the  fifteenth 
century  Florence  had  been  the  metropolis  of  art,  standing  towards 
Perugia  as  Perugia  stood  in  relation  to  Urbino.  Even  at  this 
moment,  when  the  expulsion  of  the  Medici  and  the  religious 
revival  of  Savonarola  had  checked  to  a  great  extent  the  vigorous 
output  of  Florentine  art,  Florence  could  hold  out  to  the  young 
painter  the  inducements  of  companionship  with  distinguished 
friends  in  all  branches  of  art  and  of  intercourse  with  cultured 
patrons  and  connoisseurs  such  as  had  entirely  failed  him  in 
troubled  and  priestly  Perugia.  Moreover,  though  Vasari  is 
possibly  in  error  in  actually  tracing  Raphael's  visit  to  Florence 
to  the  exhibition  of  Leonardo's  and  Michelangelo's  cartoons, 
Florence  could  at  this  moment  boast  of  the  invention  of  a  new 
development  in  art,  and  even  if  the  new  spirit  in  its  first  great 
manifestation  did  not  actually  serve  as  the  cause  for  Raphael's 
arrival,  it  may  well  have  acted  as  the  chief  reason  why,  having 
once  come,  he  showed  himself  more  and  more  disinclined  to 
leave. 

in 

It  is  natural  for  posterity,  looking  back  with  its  knowledge  of 
Raphael's  future  eminence,  to  connect  him  during  his  stay  in 
Florence  with  the  two  great  leaders  of  Italian  art  with  whose 
names  his  is  now  firmly  linked.  But,  as  a  matter  of  fact,  there  is 
not  a  trace  in  fact  or  fable  of  any  personal  relations  at  this  time 
between  him  and  either  Leonardo  or  Michelangelo.  Vasari  knew 
nothing  of  any  such  relations,  or  he  would  certainly  have  dwelt 
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upon  them,  and  it  is  perhaps  with  design  that  he  made  Raphael's 
first  visit  to  Florence  synchronise  with  the  exhibition  of  the 
Signoria  cartoons,  for  after  that  event  both  painters  left  Florence. 

It  was,  however,  open  to  Raphael  to  meet  Leonardo  in 
Umbria,  when,  as  an  engineer,  he  was  accompanying  Caesar 
Borgia  and  inspecting  the  fortresses.  He  may  also  have  met  him 
before  the  summer  of  1506  in  Florence,  but  after  that  only  once, 
for  a  short  time,  when  Leonardo  came  to  Florence  on  business. 
Later  they  had  an  opportunity  of  meeting  in  Rome.  As  an  old 
friend  and  fellow-student  of  Perugino,  Leonardo  would  have 
come  to  him  also  as  a  friend,  and  he  might  have  recalled,  if  he 
had  ever  seen  it,  the  line  in  his  father's  poem  coupling  the  two 
together  as  equal  in  age  and  in  love. 

Michelangelo  left  Florence  still  earlier  than  Leonardo,  in 
March  1505.  When  he  returned  again  in  April  1506,  Raphael 
may  have  met  him  and  would  have  found  him  angry  with  the 
Pope,  and  angrier  still  with  Raphael's  countryman,  Bramante, 
for  having  caused  the  project  of  a  noble  tomb  to  be  superseded 
in  Julius's  mind  by  the  greater  conception  of  a  new  St.  Peter's. 
Unlike  Leonardo,  Michelangelo  was  actively  hostile  to  Perugino 
(doubtless  he  hated  all  Umbrians  at  that  time),  and  his  sallies 
against  him  were  proverbial.  But  he  only  stayed  until  November 
in  Florence,  and  for  the  greater  part  of  Raphael's  stay  there 
neither  of  the  great  masters  was  present.  But  even  if  he  did 
not  reach  intimacy  with  either,  Raphael  could  not  escape  their 
influence  in  his  art  or  his  life.  He  lived  with  the  crowd  of  their 
pupils  and  admirers,  saw  what  few  paintings  of  theirs  Florence 
possessed,  studied  their  drawings  and  heard  their  precepts,  and, 
when  he  went  to  look  at  the  works  of  the  dead  masters,  he 
would  look  at  them  in  the  light  of  the  new  practice  which  they 
had  been  the  first  to  introduce. 

Raphael  at  Florence  was  neither  the  equal  nor  the  com- 
panion of  these  two.  He  lived  more  modestly  with  the  other 
lesser  lights  of  the  time  whom  Florence  satisfied  as  it  could  not 
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satisfy  the  giants.  Apart  from  them  the  period  seems  almost 
barren.  The  great  leaders  of  the  last  generation,  Ghirlandaio 
and  Filippino  Lippi,  were  dead ;  Botticelli  had  ceased  to  paint 
Perugino,  Raphael's  own  master,  had  slipped  into  their  place, 
and  only  Lorenzo  di  Credi  and  Granacci  remained  with  him  to 
bring  Raphael  into  personal  contact  with  the  older  traditions. 
There  is  indeed  no  tradition  to  bring  Raphael  into  connection 
with  the  former  of  these,  but  the  latter  is  specially  mentioned  by 
Vasari  as  having  formed,  with  Raphael,  Perugino,  Sansovino, 
the  San  Gallo  and  others,  a  circle  of  painters  and  craftsmen 
which  met  at  the  house  of  an  old  architect,  Baccio.  There 
is  no  tradition  associating  Raphael  with  such  of  the  men  of 
the  younger  generation  as  Andrea  del  Sarto,  Franciabigio,  Pon- 
tormo,  or  Bugiardini.  Vasari  only  mentions  two  painters  as 
being  Raphael's  friends.  One  was  Ridolfo  Ghirlandaio,  the 
other  Fra  Bartolommeo,  who,  twelve  years  Raphael's  senior, 
deserves  to  be  classed  with  the  younger  generation,  because  his 
style  shows  him  to  have  been,  with  Leonardo  and  Michelangelo, 
one  of  the  leaders  in  the  new  movement  in  art.  He  had  but 
recently  emerged  from  his  monastic  retirement  after  a  fury  of 
Savonarolan  piety,  and,  according  to  Vasari,  he  was  not  too  old 
to  learn  from  Raphael  some  secrets  of  perspective  while  giving 
him  some  teaching  in  the  use  of  colour.  Their  relations,  accord- 
ing to  Vasari,  were  particularly  friendly,  and  it  is  clear  that  in 
his  eyes  Fra  Bartolommeo  was  the  main  channel  through  whom 
Raphael  derived  his  growing  knowledge  of  the  art  of  Florence, 

The  modest  position  which  Raphael  held  during  this  period  is 
apparent  from  the  fact  that  a  contemporary  historian,  Albertini,1 
omits  all  mention  of  his  name  in  his  account  of  the  paintings  to  be 
found  in  Florence.  Indeed,  even  if  he  had  attained  such  emin- 
ence that  an  opportunity  might  have  been  given  to  him  to  show 
his  power  upon  a  monumental  scale,  it  is  doubtful  whether  Flor- 

1  Memoriale.  This  omission  may  be  set  against  Tizio's  silence  regarding  any  visit  of 
Raphael  to  Siena. 
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ence  could  have  given  him  the  occasion.  There  were  no  public 
edifices  to  decorate,  after  the  fiasco  of  the  Signoria,  and  Churches 
no  longer  had  the  will  to  give  large  commissions.  Private  citizens 
could  not,  or  had  not  the  taste  to  order  the  large  historical  or 
allegorical  decorations  which  the  Medici  had  commissioned  some 
few  years  before.  The  only  opportunities  that  were  given  to  a 
painter  lay  in  the  paintings  of  the  Madonna  with  the  Child  or  a 
group  of  saints,  which  were  now  required  as  easel  pictures  to 
be  part  of  the  furniture  of  the  room  and  not,  as  before,  as  the 
decorations  of  a  chapel.  With  such  commissions  Raphael  was 
busy.  The  list  of  his  patrons  is  far  too  short  to  account  for  all 
the  pictures  which  he  painted.  Vasari  mentions  one,  Taddeo 
Taddei,  as  the  chief  of  Raphael's  friends,  giving  him  housing  and 
the  hospitality  of  his  table.  He  was  a  friend  of  the  scholar  Pietro 
Bembo,  afterwards,  if  not  already,  Raphael's  firm  friend,  and  he 
frequented  Urbino  where  Raphael,  in  a  letter  to  his  uncle,  urges 
that  all  respect  and  hospitality  may  be  shown  him  by  his  family. 
For  him  Raphael  painted  two  pictures,  one  of  which  is  more  or 
less  probably  identified  with  the  '  Madonna  in  the  Meadow '  at 
Vienna.  Another  friend  was  Lorenzo  Nasi.  Raphael  painted 
him  a  Madonna  when  he  married,  the  '  Cardellino,'  now  in 
Florence.  A  third  was  Angelo  Doni,  a  miserly  patrician,  accord- 
ing to  the  legend,  who,  among  other  pictures,  owned  the  '  Holy 
Family,'  by  Michelangelo,  which  Raphael  studied.  Raphael 
painted  his  portrait  and  that  of  Maddalena  Strozzi,  his  wife,  and  if 
the  pictures  bearing  their  names  are  authentic,  the  lady  was  as 
much  an  admirer  of  Leonardo  and  his  portrait  of  Monna  Lisa  as 
her  husband  of  Michelangelo.  Other  friends  and  patrons  of  the 
time  were  members  of  the  Canigiani  and  Dei  families,  for  whom 
respectively  Raphael  painted  a  '  Holy  Family,'  which  is  identified 
with  a  picture  at  Munich,  and  began — without  finishing — the  large 
altar-piece  called  the  '  Madonna  del  Baldacchino,'  in  the  Pitti. 
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IV 

With  these  and  similar  commissions  Raphael  was  kept  busy, 
and,  to  judge  by  the  letter  which  he  wrote  to  his  uncle  Ciarlaat 
the  end  of  his  stay  in  Florence,  he  was  happy.  He  expected  good 
prices  for  his  works,  and  was  so  confident  of  his  powers  and 
reputation  that  he  preferred  his  paintings  to  be  paid  for  by 
valuation  after  they  were  painted  to  naming  a  fixed  price 
beforehand.  He  speaks  of  some  man,  possibly  Giovanni  Battista 
della  Palla,  who  promised  him  commissions  for  France  as  well  as 
Florence.  He  asks  his  uncle  to  use  influence  with  the  new  Duke 
Francesco  Maria  in  order  to  obtain  a  letter  of  recommendation 
from  him  to  the  Gonfaloniere  of  Florence,  from  whom  Raphael 
desired  a  favour  concerning  either  the  painting  of  a  room  or  a 
room  to  paint  in.  In  all,  this  letter  shows  no  sign  of  an  intention 
to  leave  Florence.  But  it  also  shows  that  Raphael  was  equally  at 
home  in  Urbino.  He  speaks  of  a  commission  which  he  had 
received  from  Giovanna  della  Rovere,  and  of  the  help  she  may  be 
to  him  at  the  moment.  He  sends  his  message  of  condolence  upon 
the  death  of  Duke  Guidubaldo,  and  recommends  himself  as  his 
old  friend  and  servant,  using  a  phrase  which  had  a  definite 
meaning,  to  his  successor  Francesco  Maria.  There  is  no  sugges- 
tion in  the  letter  that  Raphael  was  seeking  for  commissions — 
indeed,  he  definitely  asks  that  the  Duke  may  help  him  to  obtain 
some  favour  concerning  a  painting-room  from  the  Gonfaloniere  of 
Florence  ;  but  Raphael  can  scarcely  have  been  blind  to  the 
advantages  which  he,  as  a  native  of  Urbino  and  a  friend  of  the 
Court,  could  obtain  from  that  town.  The  execution  of  small 
commissions  for  the  rich  men  of  Florence  was  scarcely  the  end  of 
his  ambition,  and  his  sketches  and  his  later  performances  prove 
that  he  contemplated  work  in  another  method  and  upon  another 
scale.  In  those  days  every  painter  found  his  way  to  the  Court  of 
some  Italian  or  foreign  Prince,  where  great  designs  could  be 
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executed,  and  culture  and  learning  reigned.  Raphael  was 
eventually  to  find  his  opportunity  in  Rome,  but,  in  spite  of  the 
small  evidence  of  his  activity  at  Urbino,  it  is  not  unlikely  that 
before  finding  it  at  Rome  he  came  near  to  it  at  Urbino.  Indeed, 
if  he  did  not  actually  attain  his  opportunity  at  Urbino  he  found 
there  his  road  towards  it.  Serlio,1  the  architect,  states  that  the 
Duchess  of  Urbino  was  Raphael's  first  patron,  and  even  if  this  is 
rather  an  obvious  and  unfounded  inference  than  a  statement  of 
fact,  it  remains  true  that  while  Perugia  gave  Raphael  not  a  single 
connection  or  relationship  which  proved  of  value  in  his  after-life, 
and  Florence  scarcely  gave  him  a  friend  who  recurs  in  his  Roman 
period,  almost  all  the  powerful  men  who  made  his  way  easy  for 
him  at  Rome  were  men  who  are  known  to  have  frequented  the 
Duchess's  famous  Court  at  Urbino. 

The  book  of  Raphael's  friend  Baldassare  Castiglione,  called 
The  Courtier,  is  a  full  picture  of  the  Palace  life  at  Urbino 
during  this  period.  Elizabeth  Gonzaga  and  her  invalid  husband 
gathered  together  in  Federigo's  castle  a  group  of  wits  and 
statesmen  which  included  all  that  was  best  in  Italy  of  the  day. 
It  was  a  microcosm  of  the  world  which  gathered  together  at  Rome 
under  Pope  Leo,  without  the  extravagant  luxury  and  the  busy 
turmoil  of  the  greater  city.  Among  the  group  which  met 
together  on  the  imagined  occasion  of  Castiglione's  dialogue  were 
the  most  refined  and  capable  of  the  younger  Medici,  Julian,  the 
brother  of  Leo  x.,  Pietro  Bembo,  scholar  and  Platonist,  the  witty 
Bernardo  Divizio  da  Bibbiena  and  Louis  of  Canossa,  to  mention 
those  only  who  remained  Raphael's  friends  throughout  his  life. 
With  Castiglione  himself  Raphael  was  always  intimate.  He 
painted  his  portrait  once  at  least,  and  true  and  immortal  as  is 
the  presentment  of  the  writer  in  Raphael's  picture,  so  in  The 
Courtier.,  with  its  generous  and  sober  manners,  its  serious  humour, 
and  its  ideal  of  a  free  and  dignified  nobility  based  upon  a  glorifi- 
cation of  the  classic  world,  Castiglione  has  given  no  less  perfect 

1  Regole,  vol.  iv.,  Dedication.     He  calls  her  Isabella. 
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an  expression  in  words  to  the  ideas  which  lay  at  the  base  of 
Raphael's  art. 

But  though  the  book,  its  actors  and  the  author,  seem  closely 
connected  with  Raphael,  it  remains  true  that  there  is  no  historical 
accuracy  lying  behind  the  association  of  the  personages  in  the 
dialogue.  Castiglione  refers  freely  to  events  which  occurred  long 
after  some  of  the  principal  personages  were  dead,  and  there  is  no 
reason  to  believe  that  any  historic  occasion  is  represented  as  the 
scene  of  the  book.  Moreover,  even  if  such  were  the  case,  the 
absence  of  Raphael  from  the  list  of  persons  taking  part  in  the 
dialogue  would  be  enough  to  disprove  any  attempt  to  bring  him 
into  immediate  connection  with  the  incidents.  He  is  named  in  the 
course  of  the  conversation,  and  named  with  the  utmost  honour, 
but  not  a  suggestion  is  made  that  he  was  a  figure  familiar  to  the 
whole  group.  Nor  can  the  dates  of  any  of  his  visits  to  Urbino  be 
proved  beyond  the  occasion  in  1507,  when  he  made  a  purchase  of 
land.  Portraits  of  the  Duke  and  the  Duchess  are  ascribed  to 
him,  and  a  sketch  of  Bembo  drawn  by  him  at  Urbino  was  seen 
by  the  Anonimo  in  Padua.  Vasari  credits  him  with  three 
pictures  painted  for  Guidubaldo,  but  they  can  only  be  identified 
with  existing  pictures  by  the  sheerest  guesswork.  There  is  there- 
fore little  left  but  the  references  to  the  Duchess  and  to  the  new 
Duke  Francesco  Maria,  which  occur  in  his  letter  to  his  uncle, 
and  his  known  association  with  men  of  the  group  who  surrounded 
the  Court,  to  connect  him  with  the  glories  of  Urbino. 

It  is  thought,  however,  that  a  visit  to  Urbino  produced  the 
most  intimate  of  the  few  memorials  of  Raphael's  first  youth,  the  only 
portrait  of  him  which,  besides  the  damaged  figure  in  the  Vatican 
fresco  of  the  '  School  of  Athens,'  has  any  claim  to  be  considered 
genuine.  This  picture  (Plate  XLV.),  which  is  now  in  the  gallery  of 
portraits  of  painters  by  their  own  hands  at  the  Uffizi,  is  said  to 
have  come  from  Urbino,  and  it  represents  a  youth  of  Raphael's 
age  towards  the  beginning  of  this  second  period,  and  is  in  a  style 
which  was  his  at  the  time.  Considerably  damaged,  somewhat 
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conventionalised  in  style,  and  not  by  any  means  remarkable  for  its 
strength  of  drawing,  the  portrait  affords  but  uncertain  evidence  of 
the  sitter's  character.  But  such  as  it  is,  with  its  thin  and  slender 
oval  face,  its  full  lips,  fine  nose,  delicate  chin  and  eyes  which  are 
at  once  quiet  and  dreamy,  the  portrait  makes  it  easy  to  think  of 
the  subject  as  a  youth  of  quiet  and  imaginative  character,  too  little 
self-assertive  perhaps,  and  too  sensitive  to  outside  suggestions  for 
complete  happiness,  but  with  power,  restraint  and  determination, 
and  above  all  with  a  mind  ever  open  to  embrace  a  wider  and  wider 
horizon  of  ideals.  The  face  is  in  repose,  the  handsome  features 
are  left  completely  to  their  form  for  their  attraction,  and  the 
expression  is  limited  entirely  to  the  gaze  of  the  eyes.  Conse- 
quently it  is,  or  it  appears  to  be,  wanting  in  the  accidents  and 
oddities  which  speak  immediately  of  definite  tendencies  of  mind 
and  character,  and  it  is  empty  of  the  qualities  which,  because  they 
bring  themselves  quickly  and  prominently  into  opposition  or 
notice,  are  wrongly  identified  with  the  attribute  of  personality ; 
but  it  is  a  face  which  shows  generosity,  high-mindedness,  courtesy 
and  gentleness,  and  these,  no  less  than  the  other  qualities,  are 
positive  marks  of  character.  The  legend  which  makes  the  grand- 
son of  Sante  the  embodiment  of  a  hundred  saintly  virtues  has  its 
justification  in  the  portrait,  and  Leonardo,  who  blames  the 
majority  of  painters  for  allowing  their  own  portraits  to  appear  too 
constantly  in  the  heads  of  their  imaginary  creations,  could  scarcely 
have  found  fault  with  Raphael,  for  Nature  herself  had  formed 
him  in  the  image  which  others  had  chosen  for  their  angels  and 
their  saints. 
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I 

THE  influence  of  Florence  upon  Raphael's  art  was  neither 
immediate  nor  overwhelming.  If  the  documents  quoted 
in  the  last  chapter  had  not  already  prepared  the  way  for 
this  conclusion  by  showing  that  he  was  as  much  at  home  in 
Perugia  as  in  Florence,  almost  as  much  in  Urbino  as  in  either ; 
if  Albertini's  silence  had  not  shown  how  little  mark  he  had  made 
on  Florence,  and  how  little  he  was  regarded  as  a  Florentine, 
another  document,  the  earliest  piece  of  criticism  passed  on 
Raphael,  would  be  enough  to  prove  that  in  the  eyes  of  his 
contemporaries  his  style  was  not  found  to  have  suffered  a 
complete  revolution  in  the  years  when  he  was  at  work  in 
Florence.  In  a  letter1  to  Michelangelo,  written  in  1512,  Sebastian 
del  Piombo  tells  of  an  interview  which  he  had  with  Pope  Julius 
n.  They  talked  of  painting,  for  Sebastian  was  busy  in  his  friend's 
interest,  and,  naturally  enough,  they  touched  upon  Raphael  who, 
at  that  moment,  was  working  in  the  second  chamber  of  the 
Vatican.  'Look  at  Raphael/  said  the  Pope,  'and  how  in  this 
room  he  has  cast  aside  the  manner  of  Perugino  and  taken  to 
himself  the  style  of  Michelangelo.' 

Documents,  however,  even  contemporary  criticism,  could  not 
bring  the  least  conviction  if  they  were  not  supported  as  they  are 
by  the  evidence  of  the  pictures  themselves.  It  will  be  seen  that 
the  Pope  was  as  wrong  in  identifying  Raphael's  manner  in  the 
'  Expulsion  of  Heliodorus '  with  Michelangelo's  as  he  was  in 

1  Gaye,  Carteggio,  ii.  489. 
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describing  the  '  School  of  Athens '  as  in  the  style  of  Perugino. 
In  both,  Raphael  was  himself,  an  individual  owing  much  to  the 
example  of  others,  and  perhaps  less  free  from  the  influence  of  his 
place  and  time  than  many  other  men  of  less  wide  ideals  and  more 
powerful  limitations,  but  yet  a  concrete,  complicated  soul,  im- 
possible to  sum  up  in  any  phrase  or  technical  comparison.  But 
it  is  far  more  wrong,  in  the  analysis  of  this  so-called  Florentine 
period,  to  seize  upon  the  traces  of  foreign  influence  that  can  be 
found  in  details  or  in  general  characteristics,  and  to  dwell  upon 
them  in  words  until  they  assume  the  aspect  of  a  whole  descrip- 
tion. In  this  way  the  work  of  any  man,  artist  or  thinker,  can  be 
resolved  into  component  factors  which,  while  they  do  not  satisfy 
immediate  sympathy,  such  as  is  felt  by  the  ordinary  reader,  or 
the  deeper  attention  of  a  thoughtful  study,  are  too  quickly 
confounded  by  the  half-critical  and  unsympathetic  world  of 
connoisseurs  with  an  account  of  the  man  as  a  whole. 

Raphael  was,  even  at  the  date  when  he  painted  the  *  Sposa- 
lizio,'  too  much  a  master  of  a  definite  and  developed  style  to  fall 
either  at  once  or  completely  into  a  foreign  manner.  He  had 
learned  all  that  Perugia  could  teach  him  in  the  art  of  conception 
and  execution,  in  colour  and  line,  in  figure  and  in  space.  But, 
in  the  natural  course  of  his  development,  he  had  begun  to  advance 
beyond  the  range  of  his  contemporaries,  and  the  directions  of 
his  advance  were  already  so  much  in  keeping  with  the  tendencies 
of  Florentine  art,  that  it  is  held  by  some  that  their  manifestation 
is  a  proof  of  previous  acquaintance  with  Florentine  methods.  Be 
this  as  it  may,  he  only  needed  further  familiarity  with  the  work  of 
other  men  who  were  advancing  in  his  direction,  to  help  him  to 
insist  upon  the  qualities  which  were  already  growing  up  in  his 
work,  to  cause  them,  instead  of  being  excrescences  and  mere 
details  in  an  antiquated  and  conventional  scheme,  to  become 
central  and  dominant  in  his  work,  transfusing  instead  of  adorn- 
ing, and  mastering  instead  of  merely  attending. 

What  these  qualities  were  has  appeared  from  the  consideration 
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of  his  earlier  work.     In  his  effort  to  give  the  qualities  of  life  to 
his  conceptions,  and  to  dwell  in  his  art  upon  the  attractions  of 
the  outer  world,  he  had,  in  the  first  place,  surpassed  Perugino  in 
concentration ;    had,  secondly,  made  advances  in   his  grouping ; 
and,  thirdly,  something  more  of  space  than  a  mere  background  in 
perspective  had  appeared  in  his  work.     These  were  eventually  to 
become  dominant  features  of  his  art.     But  the  lessons  were  not 
learnt  at  once.     Before  he  could  learn  wholly  to  transmute  into 
the  new  qualities  his  conception  and  representation  of  such  large 
groups  as  he  had  modelled  more  or  less  after  the  manner  of  the 
primitives  in  the  *  Coronation '  or  the   '  Sposalizio,'  he  had  to 
discover  how  the  same  qualities  could  be  expressed  in  the  repre- 
sentation of  the  single  figure,  or,  at  most,  of  a  limited  group,  and 
how  they  could  there  show  themselves  as  giving  an  air  of  life  to 
the  human  figure  by  itself  before  giving  it  to  many  in  combina- 
tion.    Popular  taste,  not  only  in  Florence,  but  at  Urbino,  helped 
him  in  this  task.    He  was  forced  to  relinquish  for  a  time  the  execu- 
tion of  larger  commissions,  and  to  study  at  every  moment,  in  the 
living  flesh  and  in  the  works  of  sculptors  and  painters,  the  one 
single  subject  of  the  Mother  and  Child.     Before  a  larger  grouping 
he  might  still  have  struggled  in  a  vain  attempt  to  conceive  the 
whole  in  his  advanced   manner  and  to  represent  it  in  his  new 
language,  or,  rather,  he  would  have  continued  to  exhibit  a  gradually 
increasing  number  of  occasional   details   thoroughly  observed  in 
a  general  scheme  that  was  conventional  and  obsolete.     In  the 
limited  field  he  was  able  to  work  over  and  over  again  upon  the 
same  ideas  until  he  had  gradually  formed  them  into  concordance 
with  his  intention.    It  was  not  even  at  Florence  that  Raphael 
succeeded  in  reaching  full  freedom  in  his  representation  of  the 
Madonna — it  needed  the  experience  gained  in  larger   works   to 
send  him  back  with   complete   power  to   the  smaller — nor   is   it 
to  be  imagined  for  a  moment  that  he  had  any  real  idea  in  his 
various  essays  in  the  subject  as  to   what  form,  in  the   end,  his 
true  conception  would  take.     His  work  in  this  period  is  tentative 
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and  unequal,  successful  sometimes  in  one  field,  sometimes  in 
another,  and  never  in  giving  complete  expression  to  the  whole 
range  of  which  he  was  obviously  capable.  He  is  to  be  under- 
stood best  not  as  one  who  elaborates  his  work  until  it  answers  to 
his  conception,  seeking  always  to  produce  in  the  work  of  the 
moment  the  whole  ideal  which  the  subject  and  the  inventor  is 
capable  of  attaining,  but  as  one  who,  having  the  ideal  before  him, 
completes  and  puts  forth  the  approximation  which  is  within  reach 
at  the  moment.  With  the  first  man,  the  ideal  may  be  ever  grow- 
ing, while  the  work  stands  still  through  the  conflict  of  apparently 
irreconcilable  tendencies,  or  it  may  stand  still  while  the  work 
fails  to  grow  into  its  image ;  with  the  second,  similarly,  the 
ideal  may  be  ever  present  while  the  various  works,  completed, 
as  needs  must,  but  faintly  reproduce  its  features,  or  the  ideal  may 
grow  as  each  work  is  finished,  and  finished  fails  to  satisfy. 
Raphael  is  probably  to  be  placed  with  the  second  of  these  groups, 
for  his  advance  is  irregular,  and  there  is  no  trace  of  the  intense 
dissatisfaction  which  accompanies  the  constrained  output  of  work 
which  is  consciously  below  the  level  of  the  man's  own  knowledge 
of  his  desires  and  his  powers.  Nor,  from  the  very  first,  is  there 
any  want  of  harmony  between  the  advancing  and  the  still  retro- 
grade features  of  his  work,  as  would  be  the  case  were  the  former 
striving  to  obtain  possession  of  the  whole,  the  latter  merely 
entering  because  power  was  at  the  moment  lacking  and  outside 
necessities  were  urgent.  He  had  the  power  of  entering  completely 
into  the  spirit  of  his  own  conceptions,  and  this  makes  his  work 
appear  at  every  moment  as  though  it  were  immediate  and  final. 

This  appearance  of  finality  causes  his  work  to  be  impossible  to 
date  with  any  approach  to  accuracy.  There  are  few  external 
indications  by  which  to  date  his  pictures,  and  he  combined 
together  less  and  more  advanced  features  with  such  freedom 
and  ease  that  the  few  dates  which  occur  fail  to  indicate  periods 
in  his  advance,  and  there  is  no  definitely  marked  progress  in  any 
single  detail  which  is  not  contradicted  by  apparently  conflicting 
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tendencies  in  others.  This  irregularity  is  best  illustrated  by  an 
analysis  of  two  works,  one  of  which  has  already  been  touched 
upon  in  illustration  of  the  Perugian  manner,  although  its  date 
proves  it  to  be  posterior  to  much  that  is  classed  as  Florentine, 
while  the  other  is  connected  with  Perugia  by  the  evidence  of 
two  drawings. 

Of  the  *  Madonna  Ansidei '  of  the  National  Gallery  (Plate  xn.), 
it  is  safe  to  say  that  it  contains  nothing  which  can  be  definitely 
described  as  Florentine,  since  even  the  most  diligent  investigators 
of  foreign  influences  upon  Raphael  (Crowe  and  Cavalcaselle) 
can  discover  nothing  in  it  of  Tuscan  influence  save  in  the 
colour  and  the  larger  scantling  of  the  frame,  the  height  of  the 
Virgin's  brows  and  the  better  sweep  of  the  Virgin's  drapery 
which,  nevertheless,  they  attribute  in  the  same  breath  to  the 
hand  of  an  inferior  disciple.  From  the  imperfect  combination 
of  the  figures,  with  the  parallel  inclination  of  their  four  heads, 
to  the  sleek  and  glass-like  surface  of  the  Baby's  skin,  everything 
in  the  picture  proclaims  the  studio  of  Perugino.  The  head  of  the 
Virgin  is  hard  and  conventional,  elongated  and  structureless ;  the 
features  are  merely  drawn  in,  the  nose  little  more  than  a  thin  bar, 
the  eyelids  heavy  and  solid,  the  mouth  independent  of  the  cheek 
and  without  expression.  Like  so  many  Quattrocento  heads,  it  is 
a  mere  sketch,  impossible  to  imagine  in  profile  or  in  any  other 
position,  an  indication  for  the  imagination  of  the  faithful,  no  reali- 
sation of  a  physical  fact.  The  rhythm  of  the  head,  neck,  arm,  and 
hand  is  angular  and  contorted  ;  the  drapery  casual.  The  Infant 
Christ  is  a  conglomeration  of  paunchy  curves,  as  structureless  as 
it  is  monotonous  in  surface.  The  two  Saints,  St.  John  and  St. 
Nicholas,  only  manage  to  stand  upon  their  legs  because  the 
draperies  hide  the  greater  part  of  their  bodies,  and  the  St.  John 
is  posed  with  an  affectation  of  the  limb  which  is  the  strict 
counterpart  of  the  mechanical  ecstasy  of  his  glance. 

These  are  the  vices  of  the  Perugian  School.     The  picture  also 

possesses  the  virtues.     A  noble  architectural  setting  and  a  digni- 
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fied  simplicity  of  line  compensate  partly  for  the  want  of  combina- 
tion in  the  figures,  and  show  how  whole-heartedly  Raphael  entered 
into  the  spirit  of  his  Perugian  manner.  A  fair  landscape  back- 
ground and  a  suggestion  of  much  sky  emphasise  the  air  of  super- 
sensuous  calm  which  marks  all  the  figures.  There  is  a  greater 
precision  in  the  drawing  of  the  extremities  than  is  usual  in 
Umbrian  pictures  of  this  period,  even  than  is  customary  with 
Raphael  himself;  but  the  drawing  is  tight  and  hard,  and  while 
there  is  a  greater  care  in  the  modelling  of  the  faces,  the  attempt 
to  give  an  air  of  keenness  to  the  eyes  by  the  brilliance  of  the 
pigment  and  the  character  of  the  contours  prove  the  simple 
means  by  which  at  this  period  Raphael  tried  to  give  life  to  his 
creations. 

The  *  Madonna  of  Terranuova '  in  Berlin  (Plate  xxvi.)  is,  on  the 
other  hand,  a  picture  of  Perugian  origin  infinitely  modified  by 
Florentine  association,  and  presents  so  many  conflicting  features 
that  the  assignment  of  the  picture  to  as  early  a  date  as  is 
generally  given  seems  very  doubtful.  Two  drawings,1  one  perhaps 
by  Raphael  himself,  the  other  by  an  older  master,  exhibit  the 
main  group  in  a  characteristically  Peruginesque  setting,  and 
serve  to  connect  the  picture  with  the  now  largely  discarded  style. 
In  neither  of  the  drawings  does  the  third  child  occur,  but,  in 
both,  two  heavy  and  disturbing  saints,  almost  identical  with 
those  in  another  Berlin  picture  (Plate  xix.),  flank  the  Madonna 
and  the  Child.  In  the  painting  Raphael  has  cast  them  away, 
converting  the  group  from  a  mere  hieratic  congeries  into  a  lighted 
and  airy  scheme.  He  has  softened  the  values  and  contours  of 
the  Virgin's  head  so  that  the  curve  becomes  elastic,  and  while 
its  general  form  is  that  of  the  head  in  the  'Madonna  Ansidei,' 
its  structure  is  realised  and  its  texture  reproduced.  Still  more 
the  greater  delicacy  of  the  drawing  converts  the  inclination  of 
the  head  from  a  merely  conventional  device  into  a  representation 
of  a  momentary  action,  suggesting  life  and  the  true  grace  of  the 

1  Berlin  and  Lille.     Fischel,  51  and  52. 
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human  form  in  motion.  The  same  spirit  runs  through  the  whole 
group,  until  it  seems  as  though  the  unaffected  life  of  the  Infant 
Christ,  which  was  already  present  in  the  Infants  of  the  *  Presen- 
tation '  and  the  *  Connestabile  Madonna,'  had  penetrated  and 
transfused  the  Madonna  with  all  her  Perugian  antecedents,  and 
the  St.  John  and  the  Angel  with  their  still  Umbrian  forms. 


II 

In  spite,  however,  of  the  Perugian  drawings,  the  Perugian 
tradition  in  the  Madonna  and  much  that  is  definitely  Perugian  in 
the  treatment  of  the  drapery,  the  clever  lighting  of  the  Madonna's 
left  arm  and  hand  and  the  Leonardesque  delicacy  of  that  hand — 
not  to  mention  the  unique  occurrence  in  Raphael's  work  of  an 
attendant  child  which   is   a  feature  borrowed  from  a  hundred 
Florentine  works — bring  the  'Terranuova'  nearest  among  Raphael's 
Madonnas  to  a  Florentine  painting.     It  is  filled  with  a  spirit  of 
dainty  lightness,  an  easy  delicacy  and  choiceness  of  detail,  which 
are  far  more  akin  to  Florentine  art  than  to  the  heavy  sobriety 
and  the  dignified  decorativeness  of  Perugia.     But  even  in  his 
earlier  works  these  characteristics  were  not  absent  from  Raphael. 
A  hundred  tricks  of  drapery  or  coiffure  occur  in  his  Perugian 
Madonnas,  his  angels,  and  in  the  attendant  figures  of  maidens  in 
the   *  Sposalizio. '     But  in  them   the  lightness  is  restrained   by 
Perugian  dignity.     In  the  *  Madonna  del  Granduca '  (Plate  XL), 
as  has  already  been  said,  one  of  these  seems  to  have  stepped  out 
of  her  frame  and  to  have  become  the  most  well-beloved  of  all 
Raphael's  earlier  Madonnas.      In  this,   as   in  the   *  Terranuova 
Madonna/  a  moment's  comparison  of  the  Virgin's  head  with  that 
of  the  *  Madonna  Ansidei '  shows  how  far  the  artist  had  advanced 
in  his  power  of  treating  the  surface  so  as  to  reproduce  the  texture 
of  the  skin  and  the  structure  of  the  features.     The  modelling  is 
of  the  lightest  and  the  lighting  of  the  simplest,  but  the  cheek,  the 
mouth,  and  the  eyelids,  show  their  contours  and  their  dimensions 
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with  the  easy  gradations  of  the  living  head.  All  affectation  is 
gone  from  the  pose,  and  the  Madonna's  hands  are  somewhat  large 
and  coarse,  but  they  are  displayed,  not  in  order  to  exhibit  their 
grace,  but  to  perform  their  business.  There  is  in  the  'Ansidei 
Madonna'  one  touch  of  unemphasised  naturalism  in  the  right 
hand,  which  is  just  shown  as  tenderly  supporting  the  Infant's  back. 
This  characteristic  recurs  again  and  again  throughout  Raphael's 
pictures  of  the  Madonna,  and  gives  the  keynote  of  their  style 
and  charm.  But  in  the  '  Granduca '  the  note  of  simplicity  is 
not  unique,  but  is  carried  consistently  throughout  the  whole  con- 
ception. Standing  simply  and  holding  the  baby  gently,  the  whole 
figure  is  as  unconscious  as  the  hand. 

Much  of  the  quiet  dignity  of  the  Perugian  Madonna  type,  the 
simple  flowing  lines,  the  cool,  incurious  colour  and  the  thoughtful 
repose  of  the  head  and  hands  recur  in  the  little  '  Cowper  Madonna ' 
(Plate  xxvu.)  at  Panshanger.  The  Madonna  is  older  than  she 
of  the  '  Granduca,'  who  is  in  this  respect  unique  among  Raphael's 
figures.  Her  face  is  more  fully  modelled,  her  form,  uncovered  by 
the  mantle,  is  shown  with  more  amplitude ;  and  the  child  is  more 
playful.  In  these  features  Raphael  shows  his  effort  towards  the 
more  lively  conception  of  the  Florentines,  whose  Virgins  through- 
out the  century  were,  with  all  their  suggestions  of  mysterious 
character,  primarily  women  and  not  Mothers  of  God.  It  is 
common  to  find  in  Raphael  the  first  of  the  painters  who 
uimanised  the  Madonna  ideal  and  brought  her  from  Heaven  to 
the  world  below,  but  this  opinion  is  largely  a  survival  from  an 
>lder  generation,  and  is  based  upon  a  comparison  of  his  work  with 
lat  of  later  painters.  It  does  not  represent  with  truth  the  actual 
character  of  his  relation  to  contemporary  art.  Florentine  work 
both  in  painting  and  in  sculpture  was  a  constant  exercise  in  the 
idealising  of  the  human  relationship  of  maternity,  the  humanisa- 
tion  of  the  Madonna  Ideal.  In  their  way,  also,  the  Umbrian 
Quattrocentists  had  worked  in  the  same  direction,  only  their  view 
of  humanity  was  more  dignified  and  reverent,  more  remote  and 
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unaffected,  than  the  Florentine  with  its  excursions  into  strange 
characteristics  and  its  insistence  upon  accidents  of  form  and 
feature,  its  extravagance,  even,  of  face  or  drapery. 

In  another  Madonna  of  this  period,  ruined  as  it  is  by  restora- 
tion, the  beginnings  of  this  tendency  in  Raphael  are  to  be  observed. 
This  is  the  '  Madonna  Tempi '  of  Munich  (Plate  xxvni. ),  for  which 
a  definite  Florentine  model  can  be  found  in  one  of  the  little 
medallions  in  Donatello's  relief  of  the  *  Miracle  of  Rimini '  on  the 
high  altar  of  Saint  Anthony  at  Padua.1  In  this  picture,  perhaps 
for  the  first  time  in  Raphael's  work,  the  figures  of  Mother  and 
Child  are  brought  together  in  a  moment  of  concentrating  action, 
not  merely,  as  in  the  other  pictures,  joined  together  by  a  restful 
pose  which  exhibited  both,  but  left  each  figure  to  some  extent 
independent  of  the  other.  Here  they  are  inextricably  interwoven 
by  a  common  and  enthralling  movement.  In  the  ruined  state  of 
the  picture  it  is  impossible  to  judge  how  far  Raphael  was  successful 
in  imparting  the  feeling  of  the  moment  to  the  two  faces,  but  it 
is  possible  that  they  never  showed  to  a  greater  extent  than  now  a 
complete  absorption.  The  arms,  too,  are  somewhat  stiff  and 
nerveless,  showing  that  while  he  knew  enough  of  bodily  forms  to 
give  ease  to  limbs  in  repose,  he  could  not  yet  bring  them  with 
success  into  purposeful  action.  It  is  still  enough  for  him  to 
weave  them  into  a  fair  pattern  without  inspiring  them  with  a 
sense  of  their  own  activity  and  motion.  The  Infant's  head, 
shoulders,  and  arm,  and  his  hanging  legs,  give  the  note  of  life 
which  is  missing  in  the  other  portions  of  the  picture.  Yet,  with 
this  inequality,  the  picture  marks  an  advance,  and  there  is  yet 
another  token  of  a  change  in  taste.  Though  the  mantle  of  the 
Virgin,  which  had  disappeared  from  the  '  Cowper  Madonna,'  still 
covers  her  head,  it  is  thrown  in  more  ample  and  flowing  folds 
around  her  body,  giving  her  something  of  the  majesty  of  one  of 
Fra  Bartolommeo's  or  Raphael's  own  later  figures,  and  her  sleeve, 
loose  and  puckered,  occurs  here  first  in  Raphael's  pictures  to  show 

1  Of.  Sclimarsow,  Donatello,  p.  46,  n.  1. 
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that  he  was  attracted  to  the  freedom  and  the  quaintnesses  of 
Florentine  methods  of  dress.  In  the  '  Nicolini  Madonna '  (Plate 
xxix.),  called  the  'large  Panshanger  Madonna,'  (dated  1508),  also 
a  picture  spoilt  by  restoration,  these  playfulnesses  of  dress  are 
more  strongly  emphasised,  and  are  coupled  with  the  love  of 
graceful  detail  in  the  head-dress  and  the  hair  which  might  be 
called  Verrocchian  and  Florentine,  had  it  not  already  appeared 
in  the  '  Vision  of  the  Knight '  and  in  the  '  Sposalizio.' 

In  this  picture  there  occurs,  with  a  new  and  stronger  type  of 
Madonna's  head,  a  marked  heroisation  of  the  Infant  form,  a  tendency 
which,  whencesoever  it  may  have  been  derived,  recurs  through- 
out Raphael's  later  periods.  It  is  to  be  noted  again  in  the  un- 
finished Madonna  called  the  'Colonna'  (Plate  xxx.),  at  Berlin, 
where  it  accompanies  still  another  experiment  in  the  Madonna 
type,  a  head  in  so  many  ways  unlike  Raphael's  usual  figures  that 
the  conventional  hypothesis  of  the  work  of  assistants  has  been 
dragged  in  as  an  explanation  of  the  picture.  In  both  of  these 
also  there  occurs  a  more  remarkable  feature.  Besides  the  study  of 
a  pattern,  which  was  with  Raphael  from  the  first,  there  is  a  new 
field  of  observation  in  the  disposition  of  the  figures  to  give  the 
group  solidity  and  mass.  Foreshortening  and  careful  drawing  are 
partly  responsible  for  producing  this  effect  (compare  the  hands 
holding  the  book  in  the  '  Colonna '  and  '  Connestabile '  Madonnas), 
but  it  is  due  still  more  to  careful  observation  of  light  and  shade. 
In  both  pictures  the  Infant's  arm,  reaching  to  the  breast,  with  its 
attendant  shadow,  gives  the  keynote  which  is  carried  further  by  a 
hundred  details  in  drapery  and  limb,  and  this  note  severs  the 
picture  completely,  not  only  from  Perugian  works,  but  even 
from  early  '  Florentine '  Madonnas,  such  as  the  '  Granduca '  and 
the  *  Nicolini.'  This  deliberate  effort  towards  obtaining  relief 
marks  perhaps  the  influence  of  Leonardo,  or,  joined  with  the 
heroisation  of  the  Infant  form,  that  of  Michelangelo,  but  the 
close-fitting  bodice  of  the  Madonna,  showing  neither  sculpturesque 
nor  fluid  treatment  in  the  folds  and  scarcely  a  suggestion  of  the 
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form    beneath,   proves   how  intermittent  and    incomplete  these 
influences  were  in  their  effect. 

The  effort  towards  relief  in  composition  appears  also  in  the 
'  Orleans  Madonna'  (Plate  xxxi).  It  is  a  carefully  finished  work, 
remarkable  for  its  adoption  and  improvement  upon  a  common 
Florentine  convention,  that  of  placing  the  Madonna  within  the 
walls  of  a  room  and  thus  securing  effects  of  light  upon  the 
figure  which  were  familiar  in  life,  and,  at  the  same  time,  fresh 
in  art.  It  is  characteristic  of  Raphael's  mind  that  this  effect, 
which  Leonardo  converted  into  a  new  means  of  carrying  the 
Madonna  into  realms  of  mystery  and  poetry,  was  used  by  him 
literally  as  a  method  of  greater  humanisation.  It  is  in  keeping 
with  this  that  while  he  is  still  Perugian  in  the  sober  dignity,  the 
sweet  absorption  of  the  Madonna's  face,  and  he  is  partly  Perugian, 
partly  his  later  self,  in  the  rapt  and  serious  expression  of  the 
Infant's  eyes,  he  has  reached  in  this  picture  an  intensity  of  com- 
munion between  the  Mother  and  Child,  which  was  wholly  want- 
ing in  the  '  Cowper  Madonnas,'  but  latent  in  the  '  Granduca,'  and 
only  half-expressed  in  the  '  Tempi.'  In  this  picture  even  the  want 
of  success  in  the  drawing  of  the  right  hand  does  not  destroy  the 
impression  of  complete  unity  of  conception,  of  a  single  self- 
contained  moment,  seized  and  expressed,  which  is  conveyed 
through  the  instinctive  coherence  of  each  portion  of  the  body,  and 
is  so  elusive  and  so  natural  in  its  effect  that  it  is  hard  to  point 
to  any  detail,  save  the  position  of  the  Madonna's  left  hand,  as 
that  in  which  the  secret  is  contained. 


in 

An  analysis  of  the  pictures  in  which  the  Madonna  and  the 
Infant  Christ  are  the  sole  figures  is  sufficient  by  itself  to  show  the 
main  currents  and  variations  of  Raphael's  art  during  this  period. 
But  certain  characteristics  which  are  visible  to  the  acute  observer 
in  these  groups  are  more  prominent  in  pictures  where  the  addition 
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of  other  features  is  necessitated  by  the  subject.  The  next  group, 
the  nearest  allied  to  that  of  the  half-figure  Madonnas,  is  formed 
by  three  pictures,  the  'Madonna  in  the  Meadow,'  of  Vienna 
(Plate  xxxii.),  the  '  Madonna  of  the  Goldfinch,'  of  the  Uffizi 
(Plate  xxxiii.),  and  the  'Belle  Jardiniere,'  of  the  Louvre  (Plate 
xxxiv.),  in  which  the  Virgin  is  represented  at  full  length  and  the 
infant  Baptist  enters  as  well  as  the  Infant  Christ.  No  pictures 
of  Raphael's,  perhaps  none  in  the  world,  win  so  quickly  and  so 
completely  the  direct  admiration  of  the  simple,  of  none  equally 
have  modern  critics  so  little  to  say.  Traces  of  foreign  influence 
are  to  be  sought  for  in  them  almost  in  vain.  The  more  delicate 
and  sensitive  face  of  the  '  Virgin  in  the  Meadow,'  and  the  some- 
what choice  painting  and  posture  of  her  hands  in  this  picture 
suggest  the  example  of  Leonardo,  and  in  all  three  pictures  the 
careful  concentration  of  the  lines  and  the  figures,  and  the  effort 
after  simple  and  easy  gradations  and  delicate  refinements  of 
movement,  are  akin  to  his  practice.  But  there  is  no  suggestion 
in  any  of  the  paintings  of  definite  imitation  of  Leonardo's  manner. 
Such  influence  as  he  seems  to  have  exerted  appears  in  the  drawings 
assigned  to  Raphael  at  this  time,  in  which  a  method  of  rapid  re- 
presentation of  momentary  attitudes  in  outline,  like  to  Leonardo's, 
and  quite  dissimilar  to  the  careful  and  even  pencil-work  of  the 
Umbrian  masters,  is  to  be  observed.  In  any  case  the  pictures 
themselves  are  not  Leonardesque  in  character ;  they  are,  indeed, 
totally  unlike  anything  either  of  Florentine  or  Perugian  art  of 
the  day.  There  is  no  recollection  of  Leonardo's  heavy  modelling 
and  of  the  ivory  lights  of  his  '  Virgin  of  the  Rocks,'  and  the  other 
paintings  which  formed  the  tradition  of  Milan,  nor  is  there  any- 
thing of  the  dreamy  vagueness  of  the  colour  in  the  '  Virgin  and 
St.  Anne.'  The  figures  are  placed  in  the  broad  upland  land- 
scapes of  Raphael's  youthful  associations,  and  not  in  the  magical 
country  of  rock  and  water  which  Leonardo  had  found  in 
Florentine  tradition,  and  by  force  of  his  greater  art  had  made 
his  own.  The  colour  is  clear  and  gay,  and  illumined  by  the 
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open  daylight  of  Umbria.  The  theme  is  that  of  the  central 
group  of  either  the  '  Ansidei '  or  the  '  Sant'  Antonio  Madonnas ' 
and  their  Pinturicchian  archetype  in  the  large  Ancona  in  the 
Perugian  Gallery ;  and  the  dress  of  the  Madonna,  simple  and 
close-fitting,  is  only  one  of  many  indications  which  attach  these 
works  to  the  more  specifically  Umbrian  period  of  Raphael's  life. 

If  the  influence  of  Leonardo  is  to  be  found,  it  must  have 
come  imperceptibly,  freeing  the  methods  of  Umbrian  painting 
in  Raphael,  as  it  was  itself  the  outcome  of  a  liberating  tendency 
in  the  mannered  and  decaying  traditions  of  painting  in  Florence. 
In  these  three  pictures  of  Raphael's  the  new  spirit  appears,  as 
in  the  group  which  has  already  been  considered,  merely  as  an 
extension  of  the  pictorial  virtues  which  he  had  already  shown  in 
Perugian  pictures.  There  is  no  gap  in  feeling  between  the 
tender  solicitude  of  the  *  Connestabile  Madonna '  and  the  sweet 
seriousness  of  these  three  pictures  of  the  Virgin.  There  is  no 
change  in  the  elemental  pictorial  conception  of  smooth,  simple 
lines,  which  was  the  natural  form  for  the  emotional  expression  of 
the  central  idea,  both  in  these  pictures  and  in  the  Madonnas  of 
Perugino  or  of  Raphael  himself.  But  these  qualities  have  become 
more  all-pervading,  and  have  ousted  entirely  the  remains  of  the 
quaintnesses  and  merely  decorative  extravagances  with  which 
earlier  Umbrian  art  had  dallied  heavily  enough,  and  Florence 
had  carried  beyond  the  reach  of  sanity,  through  the  innate 
appropriateness  of  such  pictorial  features  to  the  choice  and 
precious  conceptions  which  the  Florentine  loved.  This  growth 
of  complete  and  successful  simplicity  is  joined  with,  and  is  entirely 
due  to,  the  newly-won  freedom  to  carry  throughout  the  picture 
the  chief  of  the  great  qualities  which  Raphael  had  already  shown 
in  his  early  work.  In  all  their  variations  upon  the  single  theme 
the  three  pictures  are  alike  in  their  exhibition  of  the  consummate 
power  to  select  and  represent  the  exact  attitude  in  which  the 
apposite  motion  is  most  fully  expressed  by  the  bodies.  This 
power,  which  is  common  to  all  great  painters,  Raphael  had  shown 
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in  the  '  Presentation,'  in  the  '  Sposalizio '  and  in  the  Hermitage 
'  St.  George,'  but  it  is  not  until  the  date  of  these  pictures  that  it 
was  strong  enough  to  fashion  his  whole  conception,  and  enabled 
him  to  dispense  with  every  other  means  of  attraction  which  might 
render  his  pictures  interesting,  but  would  conflict  with,  or  at  any 
rate  not  affect,  the  expression  of  his  central  idea. 

Even  in  these  pictures  there  are  degrees  in  his  power  of  con- 
ception and  execution.  In  the  *  Madonna  of  the  Meadow,'  and 
the  '  Belle  Jardiniere,'  the  lower  part  of  the  Madonna's  figure  is 
heavy  and  confused,  a  fault  which,  in  the  latter  picture,  is  emphasised 
by  the  destruction  of  the  blue  pigment  with  which  the  mantle  is 
painted.  In  the  *  Cardellino,'  on  the  other  hand,  the  Madonna's 
knee  becomes  an  essential  part  of  the  conception,  combining  with 
the  body  of  the  Infant  Christ,  as  much  as  her  right  hand  is  part 
of  the  Baptist,  or  her  left,  holding  idly  the  unread  book,  is  an 
accidental  and  telling  incident  in  her  whole  attitude.  Similarly, 
in  the  '  Madonna  of  the  Meadow,'  the  only  figure  which  is 
thought  out  completely  in  relief  is  that  of  the  Infant  Baptist ; 
the  Madonna  and  the  Christ  form  but  one  plane  in  the  too 
pyramidal  arrangement  of  the  whole  group ;  in  the  '  Belle 
Jardiniere,'  the  solidity  of  the  form  is  more  definite,  and  in  the 
*  Cardellino '  the  grouping  and  the  lighting  are  so  subtle  that  the 
three  figures  detach  themselves  immediately  in  an  intricate  and 
compact  mass.  With  this  there  occurs  an  intensification  of  the 
drama  of  the  children's  action.  They  are  playing  in  the  '  Madonna 
of  the  Meadow  ' ;  they  are  lisping  some  childish  history  from  one 
to  the  other  in  the  '  Jardiniere ' ;  and  in  the  '  Cardellino '  a  tragedy 
of  prophetic  vision,  almost  too  intense,  is  being  enacted.  It  may 
seem  at  first  sight  that  this  evidence  of  thought  and  fancy  is 
entirely  foreign  to  the  evidence  of  technical  skill  which  is  shown 
in  the  representation  of  the  figures ;  and  indeed,  it  might  have 
been  possible  to  say  all  that  was  wished  in  the  simple  outlines  of 
earlier  art.  But  with  outline  only  the  attitude  of  the  body  and 
the  expression  of  the  face  need  over-emphasis  in  order  to  convey 

77 


THE   ART    OF   THE   TRANSITION    PERIOD 

their  meaning ;  together  with  the  all  but  complete  realisation  of 
the  form,  these  indications  of  action  and  character  are  expressed 
so  subtly  and  with  such  an  effect  of  effortlessness  that  they  form 
at  once  the  whole  picture  and  communicate  themselves  to  the 
observer  without  clamouring  for  his  notice. 

The  sentiment  of  these  pictures  expressed  in  the  head,  the 
hands,  and  the  poses  of  the  three  figures,  reinforced  by  their 
colour  and  by  the  peaceful  sweep  of  the  landscape,  is  so  pre- 
dominant in  its  claims  to  interest  that  the  lack  of  certain  pictorial 
qualities  is  not  only  not  felt,  but  may  even  have  been  deliberately 
intended  by  the  painter.  As  far  as  his  conception  required 
him  to  face  the  problems  both  of  the  human  figure  and  of  the 
space  to  be  covered,  Raphael  has  successfully  overcome  their 
difficulties.  But  it  remains  true  that,  both  as  representations  of 
the  human  figure  and  as  compositions  of  lines  and  masses,  these 
three  pictures  are  still  restricted  by  some  of  the  limitations  of 
Perugian  Quattrocento  art ;  the  composition  is  an  unrelieved 
pyramid,  the  symmetry  merely  lineal  and  rather  negative  than 
arresting,  and,  except  for  the  accurate  observation  and  the 
unfailing  instinct  shown  in  the  posture  of  the  limbs,  the  possibilities 
of  treatment  in  the  Virgin's  body  are  scarcely  seized.  It  is 
remarkable  of  Raphael's  versatility  that  it  is  not  necessary  to 
pass  outside  the  list  of  his  works  to  find  a  contrast  in  every  one 
of  these  features.  A  fourth  painting  of  the  Madonna  with  the 
two  children,  the  unfinished  '  Esterhazy  Madonna,'  at  Buda 
Pesth  (Plate  xxxv.),  is  as  rich  in  pictorial  qualities  and  as  empty 
of  sentiment  as  the  last  group  is  the  reverse.  In  this  picture, 
more  even  than  in  the  *  Colonna  '  or  the  large  '  Cowper '  Madonna, 
the  centre  of  interest  for  the  painter  is  not  the  sentiment  of  the 
Madonna  with  the  divine  children,  the  poetic  realisation  of  the 
holy  story,  nor  even  the  sentiment  of  motherhood  in  general, 
but  a  joy  in  the  life,  vigour,  variety,  and  elegance  of  the  human 
body,  and  in  the  decorative  quality  of  line  and  mass.  In  com- 
parison with  the  subtlety  and  grace  in  the  two  half  turns  of 
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the  Madonna's  head  and  shoulders,  even  the  *  Madonna  of  the 
Cardellino  '  seems  wooden  and  flat.  The  sweeping  curves  of  her 
kneeling  body  and  the  easy  balance  of  her  whole  poise  make 
the  seated  posture  of  the  other  figures  appear  a  mere  means  of 
disposing  without  offence  of  an  awkward  mass.  The  broad, 
simple  flow  of  her  drapery  gives  both  beauty  of  line  and  a 
sculpturesque  force,  where,  in  the  *  Jardiniere '  and  the  '  Madonna 
del  Prato,'  there  is  but  a  bulging  pile  of  stuff  serving  at  best  only 
to  give  dignity  to  the  limbs  and  a  contrast  of  heavy  colour  to  the 
high  lights  of  the  flesh.  In  their  careful  and  graceful  poses  the 
two  Infants  cause  those  in  the  other  pictures  to  appear  haphazard 
and  naturalistic,  while  the  heightening  of  the  landscape  back- 
ground, the  simplification  of  its  features,  and  the  more  gradual 
transitions  between  the  foreground  and  the  background  bring  it 
and  the  group  of  figures  into  an  immediate  unity  of  space.  Even 
more  remarkable,  though  it  is  but  part  of  the  same  effect,  is  the 
breaking  up  of  the  triangular  composition,  the  distribution  of  the 
pattern  in  line  and  mass  over  the  whole  field  of  the  picture  from 
the  towers  and  hill  on  the  horizon  to  the  extreme  angle  of  the 
Madonna's  dress  and  the  toes  of  St.  John's  right  foot.  It  is  as 
though  in  this  picture  everything  that  had  until  now  remained 
meaningless,  every  feature  that  had  been  imposed  upon  the 
painter  by  convention  or  the  nature  of  the  subject,  had  grown 
suddenly  to  have  a  new  value  and  importance  of  its  own.  And 
yet  there  is  no  absolute  separation  between  these  pictures,  there 
is  enough  of  the  quiet  and  sober  tenderness  of  the  mother,  of 
the  serious  playfulness  of  the  children  in  this  picture,  enough  of 
decorative  power  and  of  study  of  the  human  form  at  any  rate  in 
the  '  Cardellino,'  to  show  that  this  stage  is  merely  an  extension 
of  features  already  present  in  the  last,  a  necessary  step  in  the 
development  of  Raphael's  art. 
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IV 

It  is  more  than  probable  that  the  '  Esterhazy  Madonna  '  dates 
from  after  Raphael's  arrival  at   Rome,  and  not,  as   is   generally 
supposed,  from  the  last  years  of  his  stay  in  Florence,  for  it  seems 
inconceivable  that  it  should  have  preceded  the  stiff  and  Quattro- 
cento-like figures  which  were  the  first  to  be  placed  upon  the  walls 
of  the  Vatican.     In   any  case,  it  reaches   a  far  higher  level  of 
decoration,   space,   and    inventiveness   than  is    reached   by   any 
pictures  of  the  next  two  groups,  and  it  seems  to  pre-suppose  a 
readiness  and  skill  which  came    through   the    laborious   efforts 
after  unity  and  concentration  which  can  be  traced  in  them.     In 
these  pictures  the  Madonna   with  the  Child  is  accompanied  by 
one  or  more  figures  of  saints.     So  long  as  the  additional  figures 
were  those  of  saints  connected  only  with  the   Holy  Family  by 
some  accident  of  dedication,  Raphael  retained  the  primitive  and 
conventional  arrangements,  and  was  enabled  to  display  both  in 
the  figure  of  the  Madonna  the  skill  and  feeling  which  he  showed 
in  the  pictures  devoted  to  her  alone,  and  in  the  attendant  figures 
his  sense  of  dignity  and  harmonious  line,  and  the  growing  power 
of  representing  the  human  body.      Two   of  these  pictures,  the 
*  Ansidei  Madonna  '  and  the  *  Madonna  di  Sant'  Antonio,'  painted 
for  Perugia  in  the  Umbrian  style,  have  already  been  discussed. 
The  former  shows  practically  nothing  that  is  not  purely  Umbrian ; 
the  latter,  in  the  stronger  poses  of  the  male  saints  and  their  more 
ample  forms,  is  taken  to  prove  an  acquaintance  with  the  more 
robust  and  imposing  elements  present  in  Florentine  art.     Only 
one  other  instance  of  this  conception  exists  in  the  large  altar- 
piece  the  *  Madonna  of  the  Baldacchino'  (Plate  xxxvi.),  which 
Vasari  states  to  have  been  commissioned  at  Florence  by  members 
of  the  Dei  family  and  to  have  been  left  unfinished  on  Raphael's 
departure  for  Rome.     Details  such  as  the  flying  seraphs,  which 
are  identical  with  those  in  the  fresco  in  Sta.  Maria  della  Pace,  the 
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putti  at  the  foot,  which  are  closely  paralleled  by  several  in  Roman 
works,  and  the  strictly  classic  and  Roman  character  of  the  niche, 
suggest  that  the  painting  was  taken  with  him  by  Raphael,  and 
only  slowly  completed.  But  the  whole  painting  is  full  of  anom- 
alous features  of  design  and  technique,  and  is  in  too  poor  a  con- 
dition of  preservation  to  warrant  any  certain  judgment  as  to  its 
period  or  method  of  composition.  It  would  seem  quite  possible 
that  the  essential  elements  belong  to  the  Florentine  days.  The 
type  of  the  Virgin's  head  and  her  draperies  belong  to  the  Floren- 
tine period,  the  Infant  has  affinities  in  pose  and  form  with  those 
in  the  'Colonna'  and  large  *  Cowper'  Madonnas,  and  the  massively 
draped  figures  of  the  saints  are  but  a  further  step  in  the  direction 
already  shown  in  the  '  Sant'  Antonio  Madonna '  and  the  San 
Severe  fresco.  At  some  time  before  he  painted  the  upper  portion 
of  the  '  Disputa  '  fresco  he  must  have  conceived  and  represented 
the  type  of  apostolic  hero  which  he  uses  so  freely  in  that  picture, 
and  there  is  no  place  where  he  could  so  readily  have  met  with 
models  for  these  figures  as  in  Florence,  where  the  frescoes  of  the 
Brancacci  Chapel  were  his  school  as  they  were  of  others.  More- 
over, the  picture  connects  him  with  one  nearer  to  him  in  date 
and  feeling  than  any  other  Florentine  painter.  Its  resemblances 
with  Fra  Bartolommeo's  great  altar-piece  have  been  noted  by 
every  critic,  and  the  complete  harmony  between  the  later  additions 
and  the  earlier  portions  is  not  so  much  an  indication  that  the 
whole  conception  is  late,  as  evidence  that  throughout  his  life  his 
progress  was  continuous  and  gradual.  If  then  the  general  con- 
ception of  the  picture  is  Florentine,  it  marks  the  highest  point 
which  Raphael  had  reached  in  treating  conventional  grouping 
with  breadth  and  powerful  effect ;  and  it  is  in  its  way  a  parallel 
to  the  'Esterhazy  Madonna/  showing,  not  as  that  picture,  the 
exquisite  grace  and  elegance  which  he  could  infuse  into  a  natural- 
istic scene,  but  the  dignity  and  monumental  grandeur  with  which 
he  could  invest  an  imaginary  and  undramatic  group. 


R.— 6 
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Such  conventional  groups  of  the  Madonna  with  attendant 
saints  were  not  sufficient  to  satisfy  Florentine  taste.  The  strict 
logic  of  the  moment  demanded  that  this  should  be  the  only 
treatment  for  a  combination  of  the  Holy  Family  with  saints 
unconnected  with  them  in  time,  and  it  is  characteristic  that 
Raphael,  who  henceforth  accepted  this  canon,  discarded  in 
the  '  Terranuova  Madonna '  the  two  attendant  saints  of  the 
Umbrian  drawing  upon  which  the  picture  is  based,  while  they 
remained  in  the  picture  in  Berlin  which  is  attributed  to  his 
earliest  days.  Florentine  naturalism  demanded  at  this  time 
that  if  the  Virgin  was  to  be  accompanied  by  other  figures,  these 
should  be  the  personages  with  whom  she  was  historically  con- 
nected, and  that  the  scene  represented  should  be  historically 
conceivable.  Thus  the  family  group  of  the  Mother  and  Child 
was  extended  to  include  St.  Anne  and  St.  Joseph  and  even 
St.  Elizabeth,  as  the  mother  of  the  Baptist,  and  it  is  in  these 
pictures  that  Raphael's  development  in  the  art  of  conceiving  a 
composition  based  upon  an  idea  can  be  traced,  not  in  the  solitary 
'  Madonna  del  Baldacchino,'  in  which  his  monumental  feeling  and 
not  his  dramatic  was  given  play. 

There  were  two  main  models  for  pictures  of  these  subjects  in 
Florence.  The  first  was  a  version  of  the  '  Virgin  with  the  Child 
and  St.  Anne,'  by  Leonardo ;  the  second  was  the  circular  picture  of 
the  *  Madonna  with  the  Child  and  St.  Joseph,'  painted  by  Michel- 
angelo for  his  and  Raphael's  common  patron  Angelo  Doni.  Both 
pictures  seem  to  have  exerted  an  influence  over  Raphael.  In  the 
'  Madonna  with  the  Lamb '  (Plate  xxxv.),  which  is  now  in  Madrid 
(dated  1506  or  -7),  St.  Joseph  has  replaced  St.  Anne,  but  the  figure 
of  the  Child  and  the  pose  of  the  Virgin  in  the  clumsy  elegance 
of  her  kneeling  posture  are  both  derived  from  Leonardo's  picture. 
The  Child  alone  of  all  the  figures  shows  throughout  observation 
82 


THE    HOLY    FAMILY 

and  ease  in  expression ;  St.  Joseph  fails  to  stand  on  his  feet,  his 
draperies  are  heavy  and  meaningless,  and  they  obscure  the  real 
power  shown  in  his  hands,  arms  and  shoulders.  But  it  is  chiefly 
in  the  total  absence  of  the  flow  of  line  and  balance  of  mass  that 
the  picture  is  remarkable.  Everything  is  agitated  and  restless ; 
much,  as  the  feet,  is  ill-placed,  and  there  are  little  details  of 
unhappy  delicacy,  as  in  the  drawing  of  the  lamb,  which  are  almost 
Gothic  in  their  attempt  to  hide  ignorance  by  playful  quaintness. 
With  this  there  is  a  rigid  pyramidal  composition,  which,  unlike 
that  of  the  *  Madonna  del  Cardellino,'  has  no  purpose  to  serve  in 
leading  the  eye  to  a  central  point,  and  there  is  barely  any  play  of 
light  and  shade  such  as  would  harmonise  the  abruptness  of  line, 
and  no  breadth  or  vagueness  in  the  painting  to  smooth  the 
passages  of  tortured  outline. 

Nor  again  in  the  *  Madonna  of  the  Palm  '  (Plate  xxxvu.)  has 
Raphael  achieved  complete  success  in  dealing  with  this  group. 
In  it  the  triangular  composition  is  deliberately  broken  up  and 
the  two  figures  are  contrived  to  occupy  without  distortion  the 
greater  part.  But  an  empty  space  in  the  centre  and  a  somewhat 
insignificant  figure  of  Christ  prevent  the  concentration  of  effect 
from  being  complete,  and  there  is  a  dull  repetition  of  attitude  in 
the  legs  of  the  two  figures  and  no  little  flatness  in  the  arrange- 
ment of  the  light.  But  here,  if  the  composition  is  not  remarkable, 
grace  of  line,  ease  of  pose  and  dignified  treatment  of  drapery 
reappear  in  combination  with  a  simple  representation  of  emotion 
in  the  actors  which  recalls  the  '  Madonna  of  the  Meadow '  and 
the  paintings  of  that  group.  Hard,  gay  colouring  and  such 
details  as  the  shape  of  the  Infant's  head  (identical  with  the 
*  Terranuova '  and  *  Cardellino '  Madonnas),  to  some  extent  the 
features  of  the  Virgin,  and,  entirely,  the  unbroken  and  hard  line 
of  her  bodice,  carry  the  picture  into  direct  relation  with  that 
group. 

The  '  Madonna  with  the  Beardless  St.  Joseph '  at  St.  Petersburg 
(Plate  xxxvin.)  is  a  similar  experiment,  but  in  the  direction, 
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now,  of  the  '  Orleans  Madonna.'  Here  the  addition  of  a  further 
figure  causes  the  picture  to  become  so  completely  a  representation 
of  an  everyday  scene  that  the  ecstatic  attitude  and  expression  of 
the  Child  has  the  appearance  of  a  fault  in  taste.  Here,  too,  there 
is  a  total  want  of  decorative  connection  between  Joseph  and  the 
Virgin  and  such  lack  of  subtlety  in  the  lighting  and  such  weak- 
ness in  the  Virgin's  head  and  left  arm  (not  entirely  due  to  the 
extensive  repainting  of  the  picture),  that  it  is  hard  to  believe 
that  this  picture  is  not  a  pastiche  of  later  date. 

The  most  unsuccessful  of  all  these  pictures  is  the  group  of 
4  Madonna  and  Saints'  in  the  Munich  collection  (Plate  xxxix.), 
which  answers  to  the  description  given  by  Vasari  of  a  picture 
painted  by  Raphael  for  Domenico  Canigiani  in  Florence.  In 
this  the  haphazard  composition  of  the  last  picture  gives  place 
to  a  triangular  arrangement  which  is  formal  and  uninspired  in  a 
way  unparalleled  in  all  Raphael's  work.  Not  only  are  the  five 
figures  arranged  in  a  set  pyramidal  form,  but  the  two  inner 
groups,  each  of  a  mother  and  child,  are  set  over  against  each  other 
in  sheer  mathematical  balance  and  formal  symmetry.  Except  for 
the  somewhat  close  repetition  of  lines  in  the  legs  of  the  two 
female  figures,  the  inner  relations  of  the  two  groups  are  sufficiently 
diversified,  but  the  whole  is  entirely  devoid  of  the  air  of  animation 
which  occurs  in  all  the  single  Madonna  figures  and  gives  to  them, 
however  quiet  in  attitude,  a  character  of  life.  To  add  to  the 
unhappy  effect,  this  picture  has  been  almost  entirely  repainted. 

A  more  congenial  arrangement  of  the  family  group  occurs  in 
the  sketch  which  Raphael  sent  to  his  friend  Domenico  Alfani  at 
Perugia  to  be  worked  up  into  a  picture.  Here  there  is  com- 
plete freedom  from  artificial  arrangement,  and  the  picture  is  as 
unlike  the  conventional  grouping  of  an  Umbrian  altar-piece  as  it 
is  different  from  the  deliberate  concentration  of  figures  which 
occurs  in  Leonardo  or  Michelangelo.  More  clearly  than  in  the 
'  Madonna  of  the  Palm '  Raphael  has  here  consciously  broken  up 
the  triangular  arrangement  which  renders  the  *  Madonna  of  the 
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Lamb '  and  that  called  '  Canigiani '  too  formal  and  wooden ;  and 
he  has  scattered  the  figures  and  invented  a  counterpoise  to  the 
principal  pyramid.  Had  he  painted  the  picture  himself,  it  is  not 
impossible  that  he  might  have  thought  it  necessary  to  conform 
completely  with  the  advanced  canons  of  his  day.  But,  as  it  is, 
his  sketch  was  faithfully  reproduced  by  Alfani,  and  since  the 
attitudes  of  all  the  figures  are  as  easy  and  unforced  as  the  whole 
composition,  both  the  sketch  and  the  picture  remain  the  solitary 
examples  at  this  date  of  an  ease  in  the  management  of  a  group 
which  equalled  that  of  his  management  of  the  Mother  and  Child. 
To  vary  still  further  the  composition  by  effects  of  lighting  was 
still  almost  as  far  out  of  the  power  of  Raphael  as  it  was  beyond 
the  reach  of  Alfani,  but  in  the  drawing  the  breath  of  life  which 
informs  the  simple  attitude  of  the  Madonna  runs  through  the 
whole  group  and  foretells,  as  no  picture  since  the  '  Sposalizio '  had 
done,  the  triumphs  of  easy  grouping  which  were  to  be  displayed 
on  Roman  walls. 


VI 

Were  the  fresco  of  the  Trinity  in  San  Severo  (Plates  XL. 
and  XLI.)  completed,  it  would  show,  besides  a  sense  of  dignity  in 
the  figures  akin  to  that  of  the  '  Baldacchino,'  how  far  Raphael 
had  advanced  in  the  art  of  conceiving  a  scene.  But  as  it  is, 
Raphael's  struggles  with  an  elaborate  composition  are  now  to  be 
observed  alone  in  the  altar-piece  representing  the  '  Entombment  * 
(Plate  XLII.),  which  he  painted  in  1507  for  Atalanta  Baglioni 
in  Perugia.  It  has  become  a  commonplace  among  modern 
critics,  even  the  most  favourable  to  Raphael,  to  find  fault  with 
this  picture,  which  was  equally  universally  extolled  by  older 
writers.  Indeed,  the  faults  of  the  picture,  its  cold  steel-like 
colouring  of  greens  and  blues,  its  overcrowded  canvas,  and  its  con- 
flicting actions,  are  only  too  obvious.  From  the  over-expressed 
sense  of  strain  in  the  chief  figures  the  mind  naturally  passes  to  an 
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inference  that  the  artist  himself  is  straining.  A  number  of  draw- 
ings showing  the  subject  in  different  arrangements,  and  many  of 
them  betraying  by  their  overcareful  hatching  the  absence  of  a 
definite  intention  in  the  painter's  mind,  are  taken  to  be  further 
evidence  that  the  picture  is  a  work  of  labour  without  inspiration, 
and  to  justify  the  modern  condemnation  of  it  as  a  dead  thing. 
Others,  with  more  charity,  see  in  the  drawings  the  work  of  pupils, 
and  in  the  painting  the  traces  of  assistants'  hands.  Not  a  few 
are  ready  to  accept  both  hypotheses,  although  they  are  mutually 
destructive.  Nor  is  either  satisfactory  by  itself.  Overstrain  in 
the  attitude  of  figures  may  be  a  sign  of  hasty  work  as  of  labori- 
ous, while,  though  there  is  nothing  improbable  in  the  hypothesis 
that  the  picture  was  partly  painted  by  assistants, — and  certainly 
the  drawings  are  not  all  genuine, — the  faults  of  the  picture  are 
not  such  as  can  be  assigned  to  pupils.  It  fails  as  a  composi- 
tion, for  the  main  group  is  imperfectly  displayed  in  the  frame 
and  in  the  landscape,  and  the  secondary  figures  are  crowded  into 
the  scene  outside  the  main  point  of  vision  and  inharmoniously  in 
scale.  It  fails  in  its  colour  scheme  and  in  its  imperfect  lighting. 
These  two  faults  may  be  largely  due  to  repainting.  It  fails  in  the 
attitudes  of  all  the  figures  save  the  dead  Christ,  for  their  limbs 
are,  like  their  features,  too  expressive,  and  they  are  so  definitely 
posed  and  so  obviously  contrived  that  it  is  impossible  not  to  feel 
the  painter  coming  between  his  idea  and  its  expression. 

But  all  these  faults  have  their  origin  in  Raphael  and  his  cir- 
cumstances. Possibly,  when  he  received  the  order,  Atalanta 
Baglioni  gave  him  the  lines  upon  which  his  picture  must  be 
painted.  At  any  rate,  the  similarity  between  this  '  Entombment ' 
and  that  painted  by  Perugino  for  the  nuns  of  Sta.  Chiara  in  1495 
shows  that  from  its  first  conception  the  younger  picture  was  cast 
in  a  traditional  mould.  While  the  whole  spirit  of  the  figures  is 
different,  agony  replacing  quiet  sorrow,  the  pictorial  scheme  is 
identical  The  figures  are  brought  into  the  immediate  foreground 
of  the  scene,  and  are  placed  in  precisely  the  same  relations  to  the 
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landscape  as  in  a  picture  by  Perugino,  the  composition  is  on 
similar  lines  and  the  methods  of  painting  are  the  same.  Both 
Perugino's  and  Raphael's  pictures  are  like  the  groups  of  coloured 
wooden  figures  set  against  a  painted  background  which  are 
common  in  Italian  churches,  rather  than  like  human  beings  in  an 
open  space.  Nor  yet  is  it  necessary  to  leave  Umbria  in  order 
to  find  precedents  in  the  work  of  Luca  Signorelli  for  Raphael's 
treatment  in  just  the  particulars  which  show  him  diverging  from 
Perugino.  Upon  the  top  of  these  fundamental  ideas  came 
Florence.  With  scarcely  an  influence  upon  the  general  scheme, 
the  new  ideas  of  painting  possessed  the  painter  in  his  treatment 
of  the  details.  The  figures  become  larger  and  broader  in  concep- 
tion, modelled  on  the  lines  of  antique  sculpture.  The  drapery 
becomes  flowing,  the  heads  more  heavily  modelled  and  more 
strongly  featured.  A  whole  figure  is  seized  from  a  contem- 
porary painting,  which  is  the  distance  of  the  poles  apart  from 
Perugino's.  Nothing  but  the  intrinsic  attraction  of  the  figure 
for  Raphael  could  have  caused  the  introduction  of  a  motive  from 
Michelangelo's  Tondo  for  the  woman  attending  the  Madonna. 
In  the  other  figures  there  appears  the  spirit  of  Florentine  four- 
teenth-century work  and  of  Luca  Signorelli  as  it  was  embodied  in 
Michelangelo's  cartoon.  But  among  all  these  influences  Raphael 
was  not  happy.  He  approaches  his  subjects  with  timidity,  he 
elaborates  the  anatomy  of  the  parts  without  comprehending  the 
structure  of  the  whole,  and  in  the  painting  of  the  faces  he  gives 
heavy  emphasis  to  feature  and  to  expression  because  he  has  not 
yet  attained  the  freedom  and  the  power  required  for  a  complete 
representation  of  them  as  inspired  wholes.  As  a  group  the 
picture  stands  in  much  the  same  position  as  the  Doni  heads 
among  portraits,  solid  and  studied  effort  upon  unfamiliar  lines, 
admirable  in  parts  but  not  yet  mastered  and  directed  to  a 
congenial  end. 

Yet,   as  the  picture    stands,   it  is  worthy   of  more   careful 
appreciation  than  is  given  to  it  in  these  days.     It  is  historically 
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a  work  of  transition  in  the  history  of  painting  as  it  is  in  the  art  of 

Raphael.     Full  of  the  spirit  of  the  older  painting,  it  is  the  first 

extant   work   in   which    the   new   and    broader   naturalism    was 

allowed  to  play  with   the  old   material.     Filippino's   decorative 

flatness  is  forgotten,  and   only  the  genius  of  Signorelli   stands 

over  the  picture  as  of  a  nobler   and  simpler  forerunner.      But 

Signorelli  had  not  the  power  to  paint  these  easy  surfaces  or  to 

model  this  drapery  or  these  heads.     Michelangelo  and  Leonardo 

had  come  between  and  had  given  a  new  conception  within  which 

to  see  the  human  figure.    Later  ages,  which  could  not  see  through 

the  conventions  into  the  intentions  of  the  earlier  age,  saw  in  this 

picture  for  the  first  time  the  virtues  which  we  find  in  earlier 

work.     To  us,  the  sense  of  overstrain,  which  is  so  far  from  being 

a  novelty  that   it  is  actually   a   mark   of  earlier  work,   appears 

abhorrent  in  this  picture  as  it  is  not  in  the  earlier,  because  it 

is  accompanied  by  sufficient  naturalism  to  appear  to  be,  not  mere 

decoration  or  significant  drawing,  but  actual  exaggeration  in  the 

pose.     The  greater  the  illusion  of  reality,  the  more  obvious  is  the 

fault  of  overstatement.     Raphael  does  not  err  in  any  fault  which 

is  not  common  to  most  of  his  predecessors,  but  in  the  fact  that  he 

made  that  fault  obvious  by  combining  it  with  virtues  which  they 

did  not  possess. 
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FROM  his  arrival  at  Rome,  Raphael's  life  is  comparatively 
easy  to  follow.  For  a  period  of  some  twelve  years,  from 
the  time  that  he  was  about  twenty-four  years  old  until 
his  death  at  the  age  of  thirty-seven,  he  lived  and  worked 
exclusively  at  Rome.  Only  one  journey  is  recorded  during  the 
period,  and  though  it  is  improbable  that  this  event  was  unique, 
neither  it  nor  any  other  can  have  been  of  great  importance. 
Even  this  journey  was  undertaken  in  the  company  and  the  service 
of  the  Pope,  Leo,  for  whom,  and  for  whose  predecessor  Julius,  the 
majority  of  Raphael's  works  were  executed.  A  few  large  com- 
missions and  many  smaller  ones  were  received  from  private 
patrons;  but  these  were  men,  with  few  exceptions,  in  the 
immediate  circle  of  the  Pope.  But,  beyond  the  certainty  of  the 
material  fact  that  he  lived  exclusively  at  Rome,  the  darkness 
which  surrounds  all  Raphael's  actions — the  darkness  not  of 
secrecy,  but  of  a  prominence  too  marked  to  be  recorded — is 
constant.  Save  for  what  can  be  gathered  from  his  pictures, 
the  record  of  his  inner  life  is  quite  unknown,  and  very  little 
of  his  outward  actions  can  be  discovered  from  the  few  documents 
which  chance  has  preserved. 

It  is  not  even  possible  to  date  with  certainty  the  year  of 
Raphael's  arrival  in  Rome.  A  letter  to  the  painter  Francia 
bearing  the  date  1500  is,  like  the  letter  which  dates  his  arrival 
in  Florence  (see  page  51),  most  probably  a  forgery.1  But  this 

1  Malvasia,  Felnna  Pittrice,  i.  44.  See  Minghetti,  Raphael,  p.  66 ;  Nuova  Antologia, 
1  1883.  The  signature  Raffaelle  Sanzio  is  alone  enough  to  condemn  the  letter  (printed  in 
I  Passavant,  i.  498). 
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forgery,  unlike  the  other,  is  not  based  on  ignorance,  and  the 
date  which  is  ascribed  to  the  letter  may  be  an  inference  from 
the  known  date  upon  which  the  first  large  Roman  work  was 
completed  and  may  represent  approximately  the  actual  date  of 
his  arrival.  Nor  are  the  causes  which  led  to  his  arrival  clear. 
Vasari,  searching  after  his  usual  manner  for  a  positive  fact  as 
a  ground  of  action,  found  sufficient  reason  for  his  coming  in  his 
friendship  with  Bramante,  whom  he  wrongly  declares  to  have 
been  in  some  degree  his  kinsman.  It  is  typical  of  the  general 
inadequacy  of  the  records  of  this  period  that  no  combination  of 
evidence  can  be  discovered  which  would  succeed  in  bringing 
these  two  together  before  this  moment.  Possibly,  therefore, 
Vasari  is  right,  and  Bramante  supplied  the  hint  that  the  young 
painter  would  be  welcome  in  a  city  where  Popes  and  nobles  were 
busy  with  the  discovery  of  antique  art  and  the  creation  of  modern. 
But  there  was  more  to  draw  Raphael  to  Rome  than  Bramante's 
invitation.  Like  all  other  painters  of  the  day  he  was  in  search  of 
some  patron  through  whom  great  works  might  be  commanded. 
Urbino  for  some  reason  failed  to  supply  the  want,  but  tTrbinb 
pointed  the  way  to  Rome.  The  great  men  whom  Raphael  met 
at  the  Court  of  Guidubaldo  were  all  attached  to  the  Papal  service, 
and  the  Pope  Julius  himself  was  of  the  family  which  gave  Urbino 
its  rulers.  In  painting  also,  the  traditions  of  Umbrian  art  pointed 
to  Rome  as  its  natural  flowering-ground.  Melozzo  da  Forli  and 
Piero  della  Francesca,  Perugino  and  Pinturicchio,  even  Bramante 
himself  had  come  from  Umbria  to  Rome  at  the  order  of  the 
Popes.  Nor  would  Raphael's  experiences  in  Florence  fail  to 
corroborate  the  accounts  he  might  have  heard  in  Umbria.  At 
this  moment  Florentine  sculptors  and  architects  were  crowding 
in  the  city,  and  painters,  from  Michelangelo  to  his  meanest 
assistant,  were  rinding  there  their  employment.  If  Raphael 
visited  Siena  he  would  hear  no  other  story.  Baldassare  Peruzzi, 
painter  and  architect,  was  working  in  Rome,  Sodoma  from 
Lombardy  had  left  Siena  for  Rome,  and  the  greatest  of  Sienese 
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patrons,  Agostino  Chigi,  was  engaged  more  busily  in  building 
and  decorating  his  Roman  house  than  his  home  at  Siena.  It  has 
been  well  said  that  there  is  less  reason  to  ask  what  led  Raphael  to 
Rome  than  what  could  have  kept  him  from  it.  The  Via  Flaminia 
would  carry  every  Urbinate  straight  from  his  native  place  to  the 
central  city,  and  everywhere  that  the  Urbinate  might  travel  he 
would  find  crowds  pressing  in  the  one  direction  towards  which  his 
eyes  might  have  turned  from  home. 

There  is  no  difficulty  then  in  bringing  Raphael  to  Rome.  But 
every  obscurity  surrounds  his  first  commissions.  As  they  stand 
now,  four  rooms  upon  an  upper  floor  in  the  Vatican  decorated  by 
his  own  hands,  or  by  his  pupils  from  his  designs,  remain  the  chief 
monument  of  his  activity.  It  is  not  easy  to  think  of  Raphael  with 
his  work  at  Rome  still  undone,  it  is  almost  impossible  to  think  of 
him  without  the  completion  of  the  Stanze  standing  to  his  record, 
and  without  even  the  conception  of  the  finished  work  formed  in 
his  brain.  But  these  rooms  took  years  to  complete ;  their  design 
was  interrupted  by  the  death  of  the  Pope,  and  their  completion  by 
the  decoration  of  the  fourth  and  principal  of  the  rooms— the  only 
one  indeed  of  the  four  which  offered  a  worthy  field  to  the 
decorator — was  broken  off  abruptly  by  the  death  of  Raphael 
himself.  The  design  of  the  rooms,  the  order  in  which  they  were 
painted  and  the  character  of  the  decorations  show  that  there  was 
no  single  simple  commission  given  to  Raphael  to  adorn  them, 
but  that  he  came,  not  as  the  decorator  of  the  Stanze,  but  as  one 
of  many  painters  who  were  to  be  or  might  be  employed  side  by 
side  in  that  or  any  other  task. 

Hatred  of  his  predecessor  drove  Julius  on  his  accession  in  1507 
to  prefer  the  second  floor  of  the  Vatican — the  upper  chambers,  as 
they  were  called — to  the  lower,  which  Pinturicchio  had  adorned. 
Whether  he  found  them  already  decorated,  or  began  at  once  to 
have  the  walls  covered  with  fresco  is  not  certain,  for  the  earlier 
paintings  were  afterwards  cleared  away  for  Raphael's.  The 
scattered  record  of  payments,  dating  from  1508  to  1510,  to 
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painters  who  may  be  these,  tell  of  men  whose  work  is  other- 
wise unknown,  or  whose  work  at  Rome  had  otherwise  escaped 
record.1  The  decorations  as  they  stand  at  present  show  portions 
which  are  clearly  not  Raphael's  work,  and  can  be  attributed  with 
much  show  of  reason  to  Perugino,  Sodoma  and  Baldassare  Peruzzi, 
but  whether  they  are  the  only  remains  which  were  spared  in  a 
general  destruction  or  the  fragments  of  incomplete  undertakings 
cannot  be  decided.  In  any  case  they  show,  and  the  disposition  of 
Raphael's  own  decorations  shows  more  clearly,  the  gradual  nature 
of  his  task.  For  three  years  he  worked  steadily,  and  perhaps 
alone,  at  the  decoration  of  the  first  room,  which  was  set  apart  to 
be  the  meeting-place  of  the  Papal  Court  called  the  Segnatura,2 
leaving  the  chamber  through  which  it  was  approached  on  either 
side  untouched  and  adding  nothing,  changing  nothing,  in  the 
architectural  framework  of  the  rooms.  For  two  more  years  he 
worked  at  the  second  chamber,  suffering  this  time  an  interruption 
in  the  plan  of  his  decorations  to  meet  the  taste  of  the  new  Pope, 
and  then  he  and  his  assistants  spent  two  more  in  decorating  the 
room  on  the  other  side  of  the  Segnatura.  There  remained  to  be 
completed  the  largest  room  of  all  and  the  colonnaded  loggia 
without.  The  latter  Raphael  designed  and  decorated  in  the 
later  years  of  his  life ;  the  former  he  began  to  have  painted  in 
a  new  medium  of  oil,  when  death  carried  him  off. 

The  Vatican  stanze  and  loggia  did  not  of  course  occupy  the 
whole  of  his  energies.  Internal  evidence  would  place  certain  of 
his  pictures  of  the  Madonna  during  the  period  of  the  painting  of 
the  Segnatura  chamber,  but  no  external  evidence  corroborates  it. 
In  any  case,  the  patrons  for  whom  the  works  were  executed 
remain  unknown.  The  subjects  of  the  frescoes  suggest  that  as 
soon  as  he  came  to  Rome  he  fell  into  the  society  of  learned  men, 

poets  and  writers  with  whom  Urbino  had  already  brought  him 

X. -r 

1  Crowe  and   Cavalcaselle,   ii.    pp.   12  and   13.     Among  others   Lotto,   Sodoma  and 
Bramantino  are  mentioned. 

2  For  this  explanation  of  the  name  see  Klaczko,  Jules  It,  p.  216. 
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into  contact.  Some  three  sonnets  written  on  the  backs  of  draw- 
ings for  this  room  show  that  he  moved  in  lighter  circles,  where 
perhaps  he,  like  Benvenuto  Cellini,1  was  made  to  recite  a  conven- 
tional poem  at  a  lovers'  feast.  But  these  are  the  only  records  of 
his  life.  In  1511,  when  the  chamber  of  the  Segnatura  was  not  yet 
finished  and  Pope  Julius  returned  bearded  to  Rome  after  his 
fruitless  expedition  to  Bologna,  Raphael  painted  his  portrait.  In 
the  same  year  he  stood  as  security  for  the  Sienese  painter, 
Baldassare  Peruzzi,  in  a  transaction  between  the  latter  and  his 
landlord  regarding  the  repairs  to  the  house  he  had  rented  in  the 
Via  del  Corso.2  This  document,  with  its  evidence  of  intimacy 
between  Raphael  and  the  Sienese  architect  would  serve  alone  to 
connect  Raphael  at  this  date  with  the  rich  Sienese  banker, 
Agostino  Chigi,  who  was  also  Peruzzi's  patron.  But  an  earlier 
document  of  10th  November  1510  records  a  payment  by  Chigi 
to  Raphael's  old  Perugian  friend,  Cesarino  Rosetti,  for  the 
execution  of  bronze  dishes  from  designs  of  Raphael's.3  Chigi  was, 
after  the  Pope,  to  be  Raphael's  most  important  patron  in  Rome. 
In  the  next  year,  1512,  his  villa  in  the  new  quarter  across  the 
Tiber — the  Farnesina,  as  it  is  now  called — was  completed,  and 
though  Vasari  ascribes  its  architecture  to  Peruzzi,  a  critic4  who 
knows  Raphael  well  would  attribute  it  to  him,  in  design  as  well 
as  in  decoration.  Sodoma  was  also  employed  by  Chigi.  Thus 
a  centre  of  artistic  life  subsidiary  to  that  of  the  Papal  Court 
is  faintly  recorded.  Of  this  circle  Sebastiano  del  Piombo,  freshly 
arrived  from  Venice,  and  the  engraver,  Marc  Antonio,  seem  also 
to  have  been  members. 

The  letter  from  Sebastiano  del  Piombo  to  Michelangelo, 
which  has  already  been  quoted,  shows  the  position  of  Raphael  at 
this  period.  His  work  in  the  Vatican  was  liable  to  immediate 

1  Life,  tr.  Symonds,  1888,  i.  92.     Raphael's  sonnets  are  printed  in  Passavant,  i.  App. 
vii. 

2  Minghetti,  p.  111.     Nuova  Antologia,  1883,  p.  613. 

3  Fea,  Notizie,  p.  81. 

4  Geymiiller.,  Raffaello  Santi  Architetto,  Milan,  1884,  p.  24. 
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interruption  if  some  other  painter  caught  the  favour  of  the 
Pope,  and  as  it  stood  he  had  but  one  chamber  finished  and 
another  but  begun.  Good  critic  of  art  the  Pope  might  well  be, 
but  his  judgment  might  equally  well  show  itself  by  the  choice  of 
different  masters  for  the  decoration  of  the  same  room.  But 
Raphael  maintained  his  favour  with  Julius  until  his  death  in 
February  1513,  and  under  his  successor  Leo  his  position  for  the 
first  time  was  secure. 

Leo  found  Raphael  immersed  in  work.  Before  the  death  of 
Julius  a  letter  from  the  agent  at  Rome  of  Federigo  Gonzaga, 
Duke  of  Mantua,  tells  of  Raphael's  inability  to  paint  a  portrait 
of  the  Duke  through  the  number  of  his  commissions.1  Raphael 
also  painted  by  Julius's  orders  a  portrait  of  the  Duke  which  is  in 
the  chamber  of  the  Vatican  where  the  Pope  himself  appears.2 
The  two  portraits  might  well  have  been  completed  from  a  single 
sketch,  as  were  perhaps  those  of  Julius  himself.  Doubtless  the 
death  of  the  Pope  caused  an  interruption  to  the  decoration  of 
the  '  Heliodorus '  chamber,  and  during  this  interval  it  has  been 
supposed  that  Raphael  executed  the  first  large  commission  for 
Agostino  Chigi,  for  a  letter  to  Castiglione,3  which  may  be  dated 
from  the  next  year,  speaks  of  the  '  Galatea '  as  now  finished, 
and  refers  to  the  fresco  on  the  walls  of  the  Farnesina  palace. 
Perhaps  also  about  this  time  the  fresco  of  the  '  Sibyls '  and 
'  Prophets '  in  Sta.  Maria  della  Pace  was  begun  at  Chigi 's  expense. 
But  both  these  dates  are  purely  conjectural. 

With  Leo's  accession  the  busiest  period  of  Raphael's  life 
began.  He  was  confirmed  in  the  commission  to  complete  the 
'  Heliodorus '  chamber,  altering  his  designs  and  his  subjects  to 
suit  his  new  patron's  wishes,  but  retaining  by  his  own  will  or  b 

1  Letters  of  llth  Jan.  and  Feb.  1,513,  p.  7.     The  portrait  was  then  abandoned  owii 
to  Raphael's  anxiety  on  account  of  the  Pope's  health.     Castiglione  in  1521  refers  to  it  as 
existing  picture.    A  portrait  of  the  Duke  was  in  the  collection  of  Charles  i.  (Campori,  Notia 
1870,  pp.  7  and  8). 

«  Documents  cited,  L'Arte,  1903,  p.  108. 

3  Passavant,  App.  vii.  p.  601.  The  letter  was  first  printed  in  Bino's  collection,  1682. 
See  Crowe  and  Cavalcaselle,  ii.  206. 
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his  patron's  the  general  scheme  of  subject  which  makes  this  room 
the  first  of  the  monuments  to  Papal  glory.  The  room  was  com- 
pleted in  1514,  and  the  chamber  on  the  other  side  of  the  Segna- 
tura  was  given  to  Raphael  to  decorate.  Thus  Leo's  arrival 
forced  the  pace  of  Roman  life.  Nor  was  it  enough  to  hasten  the 
completion  of  rooms  which  doubtless  Leo  wished  to  occupy  at 
the  earliest  possible  moment.  Another  and  far  greater  work  was 
given  to  Raphael.  A  few  days  before  Leo's  accession  Bramante, 
the  architect  to  whom  Julius  had  entrusted  his  great  scheme  of 
the  rebuilding  of  St.  Peter's,  died,  leaving  the  works  barely 
begun.  Within  a  fortnight  of  Leo's  accession  Raphael,  who  had 
been  the  unofficial  associate  of  all  Bramante's  plans,  and  the 
sharer  in  his  ideas,  was  appointed  his  successor.  This  commission 
was  confirmed  in  August,  a  salary  of  300  ducats  being  assigned 
to  Raphael,1  and,  later,  two  assistants,  Gian  Barile  and  the  old  and 
learned  scholar  Fra  Giocondo,  were  given  to  Raphael  for  the  work. 
Raphael  found  himself  thus  suddenly  a  prince  among  the 
artists  of  Rome.  He  describes  the  change  in  his  fortunes,  in  one 
of  his  simple  and  familiar  letters2  written  on  the  1st  July  1514,  to 
his  uncle  Ciarla,  to  whom  he  had  written  before  from  Florence. 
He  began  with  an  excuse  for  not  writing  earlier  on  the  ground 
that  he  had  nothing  to  say,  but  now  even  he  considered  that  there 
were  events  worthy  of  communication.  He  says  that  he  was  glad 
not  to  have  married  the  girl  whom  Ciarla  had  decided  upon  for 
him,  or  any  other,  because  marriage  would  only  have  stood  in  his 
way.  At  that  moment  he  valued  his  property  in  Rome  at  3000 
ducats,  with  receipts  of  50  scudi.  He  had  his  salary  as  architect 
of  St.  Peter's,  and  the  new  stanza  will  bring  him  1200  ducats. 
For  other  works  he  set  his  own  price.  Besides  this,  the  Cardinal 
of  Santa  Maria  in  Portico  (Bibbiena)  was  arranging  a  marriage 
between  him  and  his  niece ;  and  other  ladies,  one  of  whom  had  a 
dowry  of  5000  scudi  and  a  house  worth  more  than  100  ducats, 

1  Passavant,  i.  p.  505 ;  Fea,  Notizie,  pp.  9  and  13  and  documents  there  quoted. 

2  Passavant,  i.  p.  499 — from  Pungileoni,  Raphael  Santi,  p.  158. 
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were  no  less  willing  to  marry  him  than  the  youth  of  Urbino  to 
wed  the  nameless  lady  whom  Ciarla  had  destined  for  Raphael.  As 
for  his  uncle's  complaints  that  he  was  always  in  Rome,  it  would  be 
impossible  for  him  to  be  anywhere  else  for  any  time  with  such  a 
project  as  St.  Peter's  on  hand.  It  would  cost  over  a  million  in  gold, 
and  the  Pope  spent  60,000  ducats  upon  it  a  year.  His  associate 
was  an  old  man  who  could  not  live  long.  Every  day  the  Pope  sent 
for  them  to  discuss  the  building.  The  letter  ends  with  messages 
to  the  Duke  and  Duchess,  and  to  one  Ridolfo,  Raphael's  dear 
and  unknown  friend. 

Together  with  the  third  stanza  of  the  Vatican,  Raphael  appears 
at  this  time  to  have  been  engaged  upon  the  cartoons  for  tapestries 
with  which  Leo  proposed  to  decorate  the  Sistine  Chapel.  Sixtus 
iv.  had  placed  a  row  of  frescoes  upon  the  walls  and  at  the  east  end ;  j 
Julius  had  secured  from  Michelangelo  the  painting  of  the  upper 
wall  and  ceiling.  Leo  chose  Raphael  to  design  such  hangings 
as  would,  with  their  magnificence  of  colour  and  design,  fitly  com- 
memorate the  third  great  Pope  of  Modern  Rome.  The  first  pay- 
ment for  these  tapestries  was  made  to  Raphael  on  the  15th  June,  I 
1515.1  A  further  onerous  mark  of  Leo's  favour  and  of  his  desire 
that  Raphael  should  be  associated  with  him  completely  in  his 
favourite  pursuits  is  recorded  in  a  brief  of  August  27th.2  By  the 
Pope's  order  Raphael  was  commissioned  to  buy  all  ancient  ston< 
in  Rome  for  the  building  of  St.  Peter's,  and  all  men  were  com- 
manded to  give  him  information  of  every  discovery  within  thi 
days,  and  forbidden  to  mutilate  any  inscribed  stones  without 
leave.  Thus  he  became  not  only  painter  and  architect-in-chh 
but  also  the  first  official  to  watch  over  the  now  universal  tasl 
in  the  discovery  of  antiques. 

Private  commissions  were  also  given  at  this  time.      Isabel] 
d'Este   secured   a    promise   of  a  picture,3   and,   perhaps   at    thii 

1  Fea,  Notizie,  p.  8.     Another  payment  on  20  December  1616  of  134  ducats. 
a  Bembo,  Open,  xvi.  246. 

3  Letters  of  Agostiuo  Gonzaga,   June   1515,  and  anonymous,  November   1515. 
undated  letter  from  Paulucci  to  Alfonso  of  Ferrara  speaks  of  a  picture  for  the 
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time,  an  order  came  from  Bologna  for  the  altar-piece  of  the 
Chapel  of  Sta.  Cecilia  in  San  Giovanni  in  Monte,  which  is  the 
only  easel  painting  by  Raphael  which  still  remains  in  the  town 
for  which  it  is  known  to  have  been  originally  painted.1  Vasari 
states  that  he  took  part  in  the  competition  for  the  facade  of 
San  Lorenzo  at  Florence,  but,  though  he  may  have  visited  that 
town  with  Leo  on  his  state  entry  there  in  1515,  there  is  no 
evidence  to  support  the  story.  He  did  not  accompany  Leo  upon 
his  further  progress,  or  he  would  have  found  himself  together 
with  Leonardo  and  Michelangelo ;  no  doubt,  his  presence  was 
required  in  Rome,  where,  during  his  absence  on  November  8th,2 
he  bought  himself  a  house  for  200  ducats — whether  to  inhabit  or 
as  an  investment  does  not  appear. 

The  incessant  activity  of  the  last  years  of  Raphael's  life  has 
left  its  mark  even  upon  the  documents.  The  letters  of  Bembo 
to  Bibbiena  show  Raphael  as  the  painter  of  the  scholarly  court. 
In  April  1516  he  is  awaiting  orders  from  Bibbiena  for  the  decora- 
tion of  a  bathroom  on  the  upper  floor  of  the  Vatican  which  was 
the  private  apartment  of  the  Cardinal.  He  had  finished  some 
of  the  pictures  which  formed  the  centre  of  an  antique  decorative 
scheme,  and  was  expecting  to  hear  from  Bibbiena  the  subjects 
for  the  rest.  Probably  a  delay  occurred  at  this  point,  and  the 
change  in  handling  which  occurs  after  the  third  panel  may  be  a 
sign  that  Bibbiena  responded  too  slowly  with  his  commands,  and, 
either  through  his  or  Raphael's  interest  flagging,  was  at  a  later 
date  put  off  with  a  scholar's  work.  The  same  letter  speaks  of 
portraits  of  Tebaldeo  and  Castiglione,  members  of  the  same  circle, 
and  mentions  a  portrait  of  the  late  Duke,  presumably  Giuliano 
dei  Medici,  which  had  been  painted  at  an  earlier  date.  Another 
:etter  gives  also  a  more  intimate  touch  when  it  tells  of  an 

Vlarchesana  which  was  only  touched  when  Castiglione  was  present.  Campori,  Notizie, 
1870,  pp.  9  and  10.  Others  follow  him  in  the  identification  (see  especially,  La  Petite 
Famille  de  Raphael.  Paris,  Dumoulin,  1892). 

1  Archivio  Storico  d'Arte,  1894,  p.  306. 

2  Ibid.,  ii.  248. 
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excursion  which  Bembo  and  Castiglione  made  with  Raphael  to 
Tivoli,  taking  in  their  company  Navagero  and  Beazzano  (whose 
portraits,  now  in  the  Doria  Gallery,  Raphael  must  have  painted 
at  this  time).  Scholars  and  poets  were  Raphael's  friends,  and  in 
that  day  they  paid  together  a  homage  to  the  antiquity  which  was 
the  inspiration  of  them  all. 

Another  flash  of  insight  is  rendered  even  more  intimate  by  the 
touch  of  ridicule  which  necessarily  forms  a  part  of  it.  The  King 
of  Portugal  had  presented  Leo  with  an  elephant,  which  served  to 
adorn  the  mock  triumph  of  a  poor  foolish  poet,  Barrabal,  and  is 
enshrined  as  carrying  him  upon  his  feast-day  in  the  intarsia  which 
stands  above  a  door  of  the  Segnatura  Stanza.  In  1516  the  elephant 
died,  but,  seriously  or  in  jest,  it  had  become  so  popular  a  hero  that 
a  memorial  in  the  shape  of  a  huge  tower  at  the  entrance  to  the 
Vatican  was  painted  after  Raphael's  design  with  Jumbo's  likeness, 
and  an  inscription  was  placed  upon  it  naming  the  Pope's  chamber- 
lain as  founder  of  the  monument,  Leo  himself  as  master  of  the 
epoch,  and  Raphael  as  the  painter.  Even  the  necessary  epigram, 
with  a  neat  antithesis  between  nature  and  art,  was  included  in  the 
inscription.1 

As  a  contrast  to  the  sumptuousness  of  Rome,  and  as  a  memory 
of  a  period  which  he  might  well  have  forgotten,  an  embassy  came 
in  1516  to  Raphael  from  Perugia,  reminding  him  that  the  altar- 
piece  which  he  had  promised  to  the  nuns  of  Monteluce  had  never 
been  executed.2  A  new  contract  was  drawn  up,  under  which  Raphael 
was  engaged  to  paint  the  '  Coronation '  within  a  year,  accepting 
120  ducats  in  gold  as  the  price — only  40  more  than  were  promised 
to  his  friend  Beato  di  Giovanni  for  the  frame  and  the  predella. 
Towards  the  same  date,  possibly,  he  accepted  the  commission 
from  the  Black  Monks  of  Piacenza  which  produced  the  *  Sistine 
Madonna,'  painted  on  canvas  for  easy  transport;  but  the  Cardinal- 
abbot  of  Modena  who  wished  Raphael  to  paint  the  refectory  of 

1  Muntz,  1881,  p.  421,  quoting  Cancellieri,  Sollenni  Pwetsi  de  Sommi  pontefici,  p.  62. 

2  For  documents,  see  p.  52,  n.  1. 
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convent  was  told  that  he  could  only  leave  Rome  for  an  enormous 
fee  even  for  a  short  time.1  Meanwhile  he  was  busily  working  for 
Agostino  Chigi,  if  not,  as  is  probable,  upon  the  '  Cupid  and  Psyche  ' 
frescoes  in  the  Farnesina — no  documents  exist  for  the  dating  of 
this  work — at  any  rate  he  was  supervising  the  building  and  the 
decoration  of  the  Chigi  chapel  in  Sta.  Maria  del  Popolo,  for  the 
mosaics  in  the  vault,  which  were  executed  from  his  designs  by  Luigi 
della  Pace  of  Venice  (Plate  CLXXII.),  bear  the  date  of  this  year. 

St.  Peter's  was  also  occupying  his  thoughts.  On  the  20th 
November  1516,  Giuliano  da  San  Gallo,  his  professional  associate, 
died,  and  Antonio  his  brother  was  appointed  in  his  place.  Fra 
Giocondo,  the  learned  old  friend  who  had  been  appointed  to  assist 
him  in  another  way,  had  died  the  year  before.  Too  little  is  known 
of  the  history  of  his  activity  in  this  direction  to  enable  any  progress 
to  be  marked  in  his  designs  for  the  building.  But  this  was  riot  his 
only  architectural  work.  The  Chapel  of  the  Chigi  in  Sta.  Maria 
del  Popolo  is  due  to  his  designs.  Vasari  attributed  to  him  the 
erection  of  the  so-called  stables  at  the  Farnesina,  and  various 
houses  at  Rome  and  Florence  are  said  to  have  been  his  work.2 
Possibly  an  adventure  in  architecture  or  the  external  decoration 
of  houses  in  the  great  new  quarter  of  Rome  brought  Raphael 
into  financial  contact  with  the  bankers  of  the  Pope,  the 
Porcari  brothers,  who  owed  him  some  1000  florins,  for  which 
eventually  they  gave  him  a  mortgage  on  a  house.3  Nor  did  paint- 
ing, architecture,  and  the  search  for  antiquities  exhaust  Raphael's 
activity.  In  this  year  Leonardo  the  saddler  wrote  to  his 
friend  Michelangelo  that  Raphael  was  busy  with  a  statue  of  a 
boy  for  Peter  of  Ancona,4  a  new,  but  in  no  way  a  surprising 

1  Pungileoni,  Raphael  Santi,  p.  198. 

2  The  most  characteristic  and  best  authenticated  are  the  Villa  Madam  a  outside  Rome 
and  the  Villa  Pandolfini  in  Florence. 

3  Archivio  Storico  d'Arte,  ii.  248. 

*  Gotti,  ii.  59.  A  whole  literature  has  sprung  up  regarding  this  fBoy  with  the 
Dolphin.'  The  group  in  the  ' Hermitage'  is  unremarkable  and  flat  in  its  execution.  The 
other  statue  which  is  attributed  to  Raphael,  the  'Jonah'  (Plate  CLXXHI.),  might  also  be 
described  as  a  boy  with  a  dolphin. 
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departure,  for  the  now  acknowledged  master  of  the  arts  of 
Rome. 

The  next  year  1517  shows  no  abatement  in  his  industry. 
In  June  the  finishing  touches  were  given  to  the  Camera  dell' 
Incendio,  for,  on  the  6th  of  that  month,  he  told  the  agent  of  the 
Duke  of  Ferrara  that  in  two  more  days  that  work  would  be  com- 
pleted, and  in  July  Bembo  wrote  to  Bibbiena  in  terms  of  praise  of 
the  decorations  of  the  room.  In  the  same  month  a  sum  of  money 
(20  ducats)  was  paid  to  his  pupils  for  the  decoration  of  the  room 
in  front  of  the  garda  roba,  an  indefinite  description  which  fails  to 
identify  the  work.1  This  year  or  the  next  saw  the  completion  of  the 
Chigi  frescoes,  which  Leonardo  the  saddler  described  in  a  letter2  to 
Michelangelo  as  even  worse  than  the  last  paintings  in  the  palace. 
Possibly  the  '  Ezekiel '  in  the  Pitti  Gallery,  and  the  '  Bearing  of 
the  Cross,'  called  '  Lo  Spasimo,'  painted  for  his  friend  the  Count 
of  Canossa,  were  executed  in  this  year.  The  Governor  of  Florence, 
Goro  Gheri,  wrote  in  November  to  ask  Lorenzo  dei  Medici  for 
some  drawing  of  himself  by  Raphael  or  another  to  serve  as  a 
model  for  a  medal.3 

Of  St.  Peter's  this  year  tells  no  tale.  In  the  matter  of 
antiquities  there  is  record  only  of  Raphael  acting  as  collector  for 
Alfonso  d'Este.4  But  on  the  side  of  Raphael's  accounts  it  is  recorded 
that  in  January  he  borrowed  from  Bernardo  Bini  and  his  company 
150  ducats,  which  were  repaid  in  April  of  the  following  year.  In 
October  he  bought  a  large  house  in  the  Borgo  Nuovo  for  3600 
ducats.  It  is  of  interest  that  the  witnesses  to  the  former  transac- 
tion were  Lorenzo  Canigiani  of  Florence,  for  whom  Raphael  had 
painted,  some  ten  years  before,  the  '  Madonna '  which  bears  his 
name,  and  Tommaso  di  Andrea  (Vincidor)  of  Bologna,  his  friend 
and  pupil5 

The  next  year,  1518,  gives  the  clearest  picture  of  Raphael's 

1  Miintz,  1881,  p.  466,  n.  1.  *  Jan.  1st,  1518,  or,  more  probably,  1619. 

3  Gaye,  Carteggio,  ii.  p.  145.  «  Campori,  Notizie,  1863,  p.  6. 

6  Archivio  Storico  d'Arte,  i.  p.  89  ;  ii.  pp.  34  and  145. 
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activity  at  Rome.  Besides  the  architecture  and  the  decoration  of 
the  Loggia  of  the  Vatican,  the  latter  of  which  was  entirely  carried 
out  by  pupils  under  his  direction,  besides  the  constant  labour 
of  St.  Peter's,  and  the  care  of  the  antiquities  which  led  to  a 
dispute1  with  the  heirs  of  the  owner  of  a  statue,  Raphael 
was  engaged  on  several  private  commissions.  Several  of  these 
were  given  by  Lorenzo  dei  Medici,  who,  after  residence  in 
Rome,  where  in  1513  he  had  brought  Leonardo  da  Vinci,  was  at 
this  time  Ambassador  at  the  Court  of  Francis  i.  For  him,2  as 
a  present  to  the  king,  Raphael  began  in  1517  the  picture  of 
*  St.  Michael  Slaying  the  Dragon,'  which  is. now  in  the  Louvre. 
For  twelve  months  Raphael  seems  to  have  had  it  on  hand,  only  to 
have  it  finished  eventually,  as  far  as  can  be  judged,  by  the  hands 
of  pupils.  For  him  also  Raphael  had  painted  the  picture  called 
the  large  '  Holy  Family  of  Francis  I.,'  again  exporting  as  his  work  a 
picture  largely  by  pupils'  hands.  Both  pictures  were  finished 
and  left  Rome  about  May  1518,  and  a  correspondence  between 
Lorenzo's  agents  in  France  and  Rome  gives  glimpses  of  the 
panels  as  they  travelled  upon  mule-back  under  the  charge  of 
one  of  Raphael's  pupils.  Another  picture  for  the  French 
Court  was  painted  under  Raphael's  directions.  This  is  the  half- 
length  picture  of  Joanna  of  Aragon,  which  was  sent  through 
Bibbiena  at  the  end  of  the  year  as  a  present  to  the  king,  but 
which  Raphael  himself  acknowledges  to  be  partly  the  work  of  one 
of  his  aids.  Finally,  the  great  picture  of  the  *  Transfiguration,' 
which  Lorenzo  ordered,  might  have  been  begun  by  this  time,  for 
the  letters  of  Sebastiano  del  Piombo  to  Michelangelo  at  this  date 
contain  remarks  which  can  only  be  understood  as  referring  to  the 
picture  by  Raphael  in  competition  with  which  his  own  *  Raising  of 
Lazarus  '  was  being  painted. 

In  June  1519  Castiglione  mentioned  with  praise  the  Loggia 

1  Pungileoni,  T.  Viti,  p.  103. 

2  Gaye,  Carteggio,  ii.  146.     It  is  a  matter  of  indifference  whether  Lorenzo  or  the  Pope 
is  said  to  have  commissioned  this  gift. 
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decorations  in  a  letter  to  Isabella  d'Este.1  In  October  Agostino 
Chigi  was  dead,  his  chapel  in  Sta.  Maria  della  Pace  finished, 
that  in  Sta.  Maria  del  Popolo  still  awaiting  the  final  decorations 
and  its  tombs,  for  which  Raphael  made  sketches  of  statues.  Two 
papal  villas,  known  as  the  Magliana  and  the  Madama,  were  being 
built  in  this  year  and  decorated  under  Raphael's  direction.  The 
largest  of  the  rooms  of  the  Vatican  must  also  have  been  occupying 
Raphael's  attention,  but  the  picture  of  the  '  Transfiguration  '  was 
put  aside  for  a  great  part  of  the  year  because  of  Cardinal  dei 
Medici's  absence,  and  the  rumour  which  was  set  abroad  in 
September  that  it  was  shortly  to  be  exhibited,  seems  not  to  have 
been  founded  on  fact. 

It  is  not  the  custom  of  great  princes  to  reserve  their  favourite 
painters  for  their  more  legitimate  work.  To  Leo  the  decorations 
of  his  public  rooms,  even  the  erection  of  his  most  lasting  monu- 
ments may  not  have  appeared  of  more  capital  importance  than 
the  splendid  entertainments  of  a  day.  It  is  characteristic  of  him 
that  he  chose  to  add  tapestries  resplendent  in  gold  and  silver  to 
the  decorations  of  the  Sistine  Chapel,  and  part  of  their  attractive- 
ness in  his  eyes  was,  no  doubt,  that  they  could  be  detached  from 
the  walls  and  used  to  give  glory  to  his  official  pomps.  The  tale  of 
his  celebrations  is  too  long  to  recount  here,  nor  has  chance  left 
a  record  of  Raphael's  part  therein  save  in  one  solitary  instance. 
When,  in  1519,  Ariosto's  comedy,  the  '  Suppositi,'  was  first 
performed,  Raphael  appears  as  the  decorator  of  the  scenery. 
Placed  upon  the  stage  at  Rome  in  rivalry  with  a  play  which  was 
also  written  by  another  Cardinal,  and  had  recently  been  played 
before  Isabella  d'Este  at  Mantua,  this  comedy  was  attended 
by  the  Pope  in  state  with  the  princes  of  the  church  and  the 
leaders  of  every  art  in  his  retinue.  It  occupied  only  one  day  in  a 
series  of  entertainments  which  included  horse-races,  a  bull-fight, 
and  another  comedy,  which,  again,  was  written  by  an  ecclesiastic. 
Rome  was  given  up  to  enjoyment,  and  Raphael  had  his  part  in  it. 

1  11  Rafaetto,  September  20-30,  1876  (Crowe  and  Cavalcaselle,  ii.  p.  425). 
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His  scene-painting  is  described  as  consisting  of  issues  and  perspec- 
tives (forami  di  prospettive],  and  it  appeared  behind  a  comic 
drop-curtain  upon  which  a  buffoon,  Fra  Mariano,  was  displayed 
amidst  a  quantity  of  devils.  Paulucci,  the  agent  of  the  Duke  of 
Ferrara,  who  describes  this  entertainment  in  a  letter, 1  does  not 
attribute  this  work  to  Raphael,  but  it  may  well  have  been  his,  as 
was  the  comic  monument  to  Barrabal.  The  background  of  his 
scenery  may  have  shown  the  study  of  perspective  and  the  vistas 
of  buildings  which  belonged  to  his  care  of  St.  Peter's  and  his 
interest  in  ancient  Rome.  Doubtless  the  work  was  not  glorious 
or  of  eternal  worth,  but  it  is  a  testimony  to  Raphael's  want  of 
false  pride,  and  to  his  ability  to  use  his  gifts  readily  and  without 
consciousness  of  their  value.  It  may  not  require  a  genius  to 
descend  to  the  level  of  the  common  herd,  but,  among  geniuses,  he 
is  likely  to  be  the  greatest  who  does  not  invariably  refuse  to  stoop 
from  his  high  estate. 

The  correspondence  between  the  Duke  of  Ferrara  and  his 
agents  at  Rome,  which  was  published  from  the  archives  of 
Modena  by  Campori  in  1863,  gives  the  only  contemporary 
picture  of  any  protracted  negotiations  between  Raphael  and  his 
patrons.  Earlier  than  1517  the  Duke  of  Ferrara,  Alfonso  d'Este, 
husband  of  Lucrezia  Borgia  and  patron  of  Titian  and  Ariosto, 
had  secured  a  promise  from  Raphael  that  he  would  paint  a 
picture  for  his  palace  at  Ferrara.  On  the  28th  March  1517  the 
duke's  ambassador  at  Rome,  Costabili,  Bishop  of  Adria,  tells  his 
master  that  Raphael  is  working  constantly  at  a  picture  lor  the 
French  king  and  must  postpone  the  duke's  commission.  He 
repeats  much  the  same  excuse  about  the  Pope's  chamber  two 
days  later,  at  the  same  time  reporting  a  message  from  Raphael 
concerning  a  commission  given  him  by  the  duke  to  use  his 
authority  over  the  ruins  of  Rome  for  the  purchase  of  antique 

1  Published  with  the  correspondence  summarised  below  by  Campori.  Notizie  Inedite  di 
Eaffaello  di  Urbino.  Atti  e  Memorie  .  .  .  Modenesi,  vol.  i.  1863.  French  translation,  Gazette 
des  Beaux-Arts,  1863. 
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works  of  art.  On  June  6th,  Raphael  promised  to  turn  to  the 
duke's  commission  as  soon  as  he  had  finished  the  chamber  of  the 
Pope,  an  event  which  he  anticipated  in  two  days'  time.  In 
September  Raphael  decided  to  change  the  subject  of  the  picture. 
He  had  chosen,  the  letter  states,  the  *  Triumph  of  Bacchus,'  and 
had  sent  a  sketch  to  the  duke,  but  now,  hearing  that  Pellegrino 
d'Udine  was  painting  the  subject  for  the  duke,  he  refused  to 
proceed  with  his.  Consequently  he  asked  for  some  other  subject. 
Here  the  correspondence  breaks  off,  and  there  is  no  way  of 
learning  whether  the  duke  refuted  the  story  as  a  mere  pretext 
to  postpone  the  work  or  suggested  some  other  subject.  At  any 
rate,  Raphael  sent  him  as  a  present  the  cartoon  of  his  fresco,  the 
'  Repulse  of  Attila,'  and  received  fifty  ducats  in  gold  as  a  first 
payment  on  account  of  the — as  yet — untouched  picture.  Yet  in 
December  Raphael  was  still  delaying,  urging  in  excuse  his  many 
commissions  for  the  Pope  and  the  Cardinals  of  the  Palace.  The 
same  pretexts  were  urged  in  March  1518,  now  varied  by  the  story 
of  the  '  St.  Michael '  which  the  Pope  had  ordered  as  a  gift  to 
Francis  I.,  and  required  to  be  quickly  executed.  Otherwise  it 
appears  the  picture  would  have  been  ready  by  April.  Three 
more  letters,  not  counting  one  which,  dated  by  its  discoverer 
a  year  earlier,  seems  to  relate  to  this  matter,  speak  of  his  com- 
missions for  the  Pope  and  of  the  '  Holy  Family '  for  the  same 
King,  which  is  now  known  as  the  '  Large  Holy  Family  of 
Francis  i.'  In  August  Raphael  was  inaccessible,  but  the  picture 
(a  canvas — tela)  was  said  to  be  begun.  On  the  21st  September 
Raphael  still  put  forward  his  work  for  the  Pope  as  an  excuse  for 
undertaking  no  other,  but  he  felt  bound  to  offer  a  more  tangible 
sign  of  his  good  intentions  than  the  constant  asseveration  that 
nothing  was  so  near  his  heart  as  his  work  for  Alfonso,  and  he 
offered  him  as  a  present  the  cartoon  of  the  *  St.  Michael.'  The 
ambassador,  somewhat  suspicious  that  the  gift  was  intended  as 
a  final  repayment  of  the  money  advanced,  and  as  a  compensa- 
tion for  the  non-delivery  of  the  picture  commissioned,  was  not 
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enthusiastic  in  the  acceptance  of  the  gift,  but  a  promise  that  the 
picture  would  be  completed  by  the  end  of  the  year  reassured 
him.  The  cartoon  went  to  Ferrara.  The  next  day  the  bishop 
wrote  a  letter  of  introduction  to  the  duke  for  a  pupil  of  Raphael's 
who  was  setting  out  to  Venice  to  buy  colours,  and  told  him  that 
the  pupil  would  bring  news  of  Raphael.  The  duke  accepted  the 
cartoon  and  sent  Raphael  twenty-five  crowns  on  the  10th  Novem- 
ber to  make  himself  merry  at  Martinmas.  Raphael  protested  that 
he  had  sent  the  cartoon  without  idea  of  payment,  but  he  allowed 
himself  to  be  overcome,  without,  at  the  same  time,  giving  the 
bishop  the  opportunity  he  desired  to  penetrate  into  his  studios  in 
order  to  gauge  the  progress  of  the  long-delayed  canvas. 

Shortly  afterwards  Alfonso  travelled  to  Paris,  where  he  saw 
and  admired  the  portrait  of  Joanna  of  Aragon.  On  the  28th  of 
December  he  wrote  to  his  Secretary  at  Ferrara  telling  him  to 
command  the  envoys  in  Rome  to  look  after  the  picture  and  to 
secure  the  cartoon  of  the  *  Joanna '  as  a  gift  from  Raphael.  On 
the  1st  of  February  the  bishop  wrote  that  Raphael  had  given  the 
cartoon  and  was  willing  to  have  it  coloured,  and  that  the  picture 
would  be  ready  by  the  duke's  return.  A  month  later  the  bishop 
wrote  that  Raphael  had  told  him  that  the  cartoon  of  the  '  Joanna ' 
was  drawn  by  one  of  his  pupils  whom  he  had  sent  to  Naples  for 
the  purpose.  But  this  was  a  mere  incident  in  the  negotiations 
for  the  great  picture  which  Raphael  in  February  stated  to  be  still 
delayed. 

Soon  after  this  the  bishop  fell  ill  and  the  duke  transferred  the 
duty  of  looking  after  the  picture  to  Paulucci.  His  orders  were 
explicit,  and  truly  the  blank  on  the  walls  of  his  Camerino  was  a 
grievous  sore  in  his  eyes.  In  May  and  June  Raphael  made  the 
same  excuses  to  Paulucci  as  he  had  to  his  predecessor,  and  offered 
to  admit  him  to  his  studio.  By  August  the  offer  had  not  been 
carried  beyond  words.  Nor  by  September  had  Paulucci  entered 
the  studio,  but  he  heard  that  the  picture  was  stacked  with  many 
others  against  the  wall.  But  while  advising  the  duke  to  write 
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with  his  own  hand,  he  promised  to  search  again  in  order  to  see 
not  only  the  duke's  painting,  but  also  the  'Transfiguration,'  of 
which  rumours  had  reached  him.  The  second  attempt  followed 
soon  after,  but  Raphael  pleaded  that  he  was  painting  a  portrait 
of  Baldassare  Castiglione,  and  Paulucci  was  turned  away  from 
the  door. 

The  duke  did  not  accept  Paulucci's  advice  to  write  a  letter 
himself  to  Raphael.  But  he  wrote  again  to  press  Paulucci  to  his 
task,  troubling,  as  the  original  draft  of  the  letter  shows,  to  change 
his  command  that  a  letter  should  be  written  to  one  that  a  private 
conversation  should  take  place.  Clearly  the  duke  repented  of 
his  disbelief  in  Paulucci's  visit  (he  probably  received  the  letter 
of  3rd  September),  but  he  preferred  that  no  one  else  should  be 
aware  of  his  complaints,  and  the  threats  which  he  commanded 
Paulucci  to  hurl  at  Raphael  no  doubt  appeared  somewhat  too 
violent  and  too  futile  to  be  communicated  to  the  Pope's  favourite 
painter,  whose  chief  offence  was  that  he  was  constantly  working 
for  the  Pope.  At  any  rate  Paulucci  replied  that  he  would  first 
make  another  trial  with  his  customary  gentleness,  because  men  of 
genius  were  always  somewhat  quick-tempered  and  melancholic. 
Alfonso  answered  shortly  that  Paulucci  must  do  as  he  was  told, 
and  in  January  he  wrote  that  Raphael  was  treating  him  like  a  vile 

plebeian,  and  that  the  Cardinal  del  Cibo  should  be  asked  to  use 

•  ^  i 

his  influence.  Paulucci  complied  and  was  again  put  off.  Raphael 
was  busy  with  the  *  Transfiguration,'  which,  according  to  Battista 
Dossi,  would  be  ready  at  Easter.  In  March  Raphael  told  the 
same  story,  and  promised  to  write  to  Dossi  at  Ferrara  to  make 
his  excuses  to  the  duke.  Paulucci  undertook  to  keep  him  to 
his  word,  but  a  fortnight  after  he  could  only  write  that  Raphael 
was  dead. 

The  further   correspondence  which   shows  the  duke  moving 

heaven  and  earth  to  recover  from  Raphael's  heirs  the  fifty  ducats 

which  he  had  paid  to  Raphael  at  an  early  stage  of  the  proceedings, 

throws  enough  light  upon  his  anger  and  covetousness,  but  nothing 
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more  on  Raphael's  character.  But  the  narrative  of  this  trans- 
action illustrates  far  better  than  the  apocryphal  anecdotes  of 
Raphael's  pomp  and  glory  at  Rome  the  actual  position  of  the 
artist.  It  shows  him  to  have  been  of  so  considerable  a  position 
that  Paulucci  felt  bound  to  humour  him  and  wait  upon  his  wishes, 
and  to  put  off  the  duke  with  excuse  after  excuse  rather  than 
convey  to  Raphael  the  irate  messages  which  the  duke  had  sent. 
Even  the  duke  himself,  in  preferring  a  verbal  message  to  a  letter, 
shows  himself  anxious  to  avoid  a  public  quarrel  with  an  artist  of 
eminence  and  a  favourite  of  the  Pope.  But  at  the  same  time  the 
correspondence  proves  Raphael  to  have  been  reluctant  to  alienate 
a  patron  who  might  have  been  powerful,  and  merely  postponing 
his  obligations  toward  the  duke  to  the  claims  of  more  immediate 
and  pressing  friends.  The  delay  in  the  execution  of  the  picture 
might  be  paralleled  by  a  hundred  stories  of  the  time,  and  the 
whole  affair,  with  its  negotiations,  its  excuses,  and,  above  all,  its 
Martinmas  gift,  reads  so  much  like  a  quiet  chapter  of  Cellini's 
Memoirs  that  it  brings  Raphael  himself  nearer  in  position  to 
Cellini  than  to  the  all-powerful  courtier  that  legend  has  made 
of  him. 

Raphael's  influence  with  Lorenzo  dei  Medici  is  shown  in 
fragments  of  two  other  contemporary  correspondences.  On  two 
occasions  he  interceded  with  the  new  Duke  of  Urbino  in  the 
affairs  of  his  native  town.  In  February  1518  he  pleaded  for  one 
M.  Antonio  di  Ser  Niccolo,  who  seems  to  have  been  the  leader 
in  some  revolutionary  movement  against  Lorenzo.  Again,  in 
March  1519,  he  secured  that  a  benefice  which  had  been  given  by 
the  duke  to  his  chaplain  was  restored  to  his  own  brother,  who 
had  a  claim  to  it  under  the  old  regime.1  His  relation  to  Giuliano 
dei  Medici,  the  Pope's  other  brother,  is  shown  by  the  fact  that 
in  1515  he  is  mentioned  as  among  his  familiar es  or  chosen  court.2 
But  these  are  small  matters,  and  do  not  go  far  to  contradict  the 

1  Documents  for  these  transactions  in  Gaye,  Carteggio,  ii.  146  and  149. 

2  Muntz,  1881;  p.  429,  quoting  a  Strozzi  document. 
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impression  caused  by  the  history  of  his  negotiations  with  Alfonso 
d'Este. 

Paulucci's  letters  show  him  immersed  in  work  and  frequented 
by  distinguished  visitors.  No  doubt  he  lived  among  a  crowd  of 
pupils,  walking  abroad,  as  he  is  said  to  have  been  described  by 
Michelangelo,  like  a  prince,  and  no  doubt  his  group  of  friends  and 
pupils  formed  so  solid  a  body  of  common  interests  that  they  could 
be  sneered  at  by  Sebastiano  del  Piombo  as  'the  Synagogue.'  But 
it  is  far  from  this  to  the  scandal  told  by  Vasari  that  Raphael  aimed 
at  the  red  hat  of  the  Cardinal.  Among  the  crowd  of  wits  and 
poets  upon  whom  that  honour  was  bestowed  it  might  seem  to 
modern  eyes  that  the  favourite  painter,  architect  and  antiquarian 
of  the  Pope  might  well  aspire  to  win  a  place.  There  is  an  old 
tradition  which  based  his  aspiration  to  this  honour  not  upon  the 
devotion  of  the  Pope  to  the  arts  but  upon  the  enormous  sums 
which  he  owed  to  Raphael.  This  story  is  to  some  extent  dis- 
proved by  the  discovery  of  the  documents 1  which  show  Raphael's 
receipt  of  the  salary  due  to  him  for  the  work  of  St.  Peter's,  but 
it  shows  what  credit  was  given  by  Romans  to  the  story,  and  as  a 
matter  of  fact,  painters,  for  all  their  honour,  were  not  held  in  the 
same  esteem  as  poets  and  wits,  who  could  also  be  useful  diplo- 
mats and  ambassadors.  The  painter  might  be  employed,  as  was 
Raphael,  in  useful  offices  about  the  Court,  but  he  was  not  in 
those  days  distinguished,  as  were  later  Velazquez  or  Rubens,  with 
confidential  affairs  of  state.  His  art  remained  in  the  eyes  of  the 
noble  Italian  much  as  was  that  of  the  painter  or  the  sculptor  for 
the  ancient  Greek,  not  far  removed  from  that  of  the  handicrafts- 
man. Bembo  and  Bibbiena,  Riario  and  Castiglione,  might  all  be 
firm  friends  of  Raphael,  but  in  his  book  The  Courtier  Castiglione 
puts  into  Bembo's  mouth  an  account  and  a  defence  of  painting 
which  scarcely  exceeds  in  generosity  that  made  by  Aristotle  in 
his  Politics. 

He  lived,  then,  in  Rome,  his  life  crowded  with  his  pictures, 

1  Fea,  Notizie,  p.  9. 
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his  architecture  and  his  care  of  antiquities.  He  could  turn  to  the 
design  for  the  stage  of  a  theatre,  the  execution  of  a  tomb  for 
Isabella  d'Este  (in  the  absence  of  Michelangelo),  or  even  the  con- 
struction of  a  chimney  which  was  warranted  not  to  smoke  for 
Alfonso  of  Ferrara.1  His  pupils  crowded  round  him  as  the 
acknowledged  chief  of  painting,  and  only  a  few  friends  of  Michel- 
angelo, then  absent  from  Rome,  formed  a  hostile  camp,  anxious 
to  secure  the  commissions  that  were  given  to  him,  finding  fault 
with  his  colouring  and  his  decoration,  and  even  attempting  to 
accuse  him  of  the  theft  of  their  designs,  or  of  filching  gold  from 
the  frames  of  his  pictures.  There  is  little  sign  that  the  hostility 
between  him  and  Michelangelo,  which  became  in  later  years 
typical  and  legendary,  was  ever  actually  acute.  Raphael's  own 
estimate  of  Michelangelo  is  given  by  the  latter's  biographer,  and 
is  sufficiently  generous.  '  He  thanked  God,'  he  said,  '  that  he  was 
born  in  the  same  days  as  Michelangelo.'  Michelangelo's  was  less 
ungrudging.  *  Raphael's  eminence,'  he  said,  '  was  due  to  his  great 
diligence.'2  But  these  words,  as  has  been  well  said,  are,  for  any 
one  with  knowledge  of  Michelangelo's  character,  no  small  proof 
of  his  esteem. 

The  stories  of  the  relations  of  Raphael  with  women  are 
equally  little  attested.  Vasari  says  that  he  was  much  given  to 
the  society  of  ladies.  It  is  very  likely.  He  also  tells  the  tale  of 
one  woman  whom  Raphael  loved  consistently  throughout  his 
Roman  life,  repudiating  her,  like  a  good  churchman,  on  his  death- 
bed. So  little  of  Raphael's  inner  character  is  known  that  it  is 
impossible  to  say  whether  the  story  is  true  or  not.  In  any  case, 
ithe  matter  is  far  too  unimportant  to  be  allowed  any  weight  in 
estimating  his  character  as  a  whole.  The  identification  of  the 
woman  with  one  Margherita  rests  on  the  slenderest  evidence. 
An  anonymous  manuscript  annotation  on  the  margin  of  a  sixteenth 
century  edition  of  Vasari's  Lives  is  its  only  source,  and  there  are 

1  Campori,  Notizie,  1870,  p.  13;  1863,  p.  ,24. 

2  Condivi,  §§  57,  67. 

109 


RAPHAEL    AT    ROME 

a  thousand  different  reasons  why  a  woman's  name  is  placed  in  the 
margin  of  a  book.  The  description  of  her  as  a  baker's  girl, 
Fornarina,  has  even  less  foundation ;  the  identification  of  houses 
in  Rome  as  those  in  which  she  lived  is  still  more  imaginary. 
Of  the  many  portraits  of  women  which,  according  to  Vasari, 
Raphael  painted,  none  unfortunately  is  now  known  for  certain, 
save  that  of  Joanna  of  Aragon,  though  some  resemblance  to  a 
portrait  by  Raphael  may  persist  in  the  '  Donna  Velata '  of  the 
Pitti,  and  the  '  Fornarina '  of  the  Barberini  Palace,  and  some  echo 
of  a  loved  face  may  remain  in  various  pictures  of  the  Madonna 
or  of  goddesses.  Raphael  himself,  writing  to  Castiglione,1  describes 
his  women's  faces  as  purely  ideal,  speaking,  as  was  the  fashion 
of  the  day,  in  the  language  of  a  somewhat  misty  Platonism,  but 
flesh  and  blood  may  have  lain  behind  the  ideal  image  of '  Galatea ' 
of  which  he  was  at  the  moment  speaking,  and  the  instinct  of 
men  and  women  through  three  centuries  may  be  right  in  finding 
in  Raphael's  pictures  the  inspiration  of  the  perfect  lover. 

In  any  case,  the  record  of  Raphael's  love  affairs  is  no  more 
eventful  than  that  of  his  other  life.  There  was  a  maiden  in 
Urbino  whom  his  family  had  selected  to  be  his  wife,  and  Cardinal 
Bibbiena  wished  Raphael  to  marry  his  niece.  Neither  plan 
succeeded.  The  village  maiden  remained  obscure,  the  Cardinal's 
niece  died  before  Raphael.  Of  further  history  in  either  affair 
there  is  no  trace.  Probably  Raphael  married  neither  because 
he  was  too  busy.  Marriage,  as  he  wrote  to  his  uncle,  would  only 
have  retarded  his  career.  Leonardo  and  Michelangelo  were  both 
unmarried,  and  in  an  age  when  the  most  prominent  men  were 
clerics  a  celibate  life  was  the  rule  rather  than  the  exception. 

Work  is  the  dominant  note  in  Raphael's  life.  There  are  no 
adventures  of  love  or  politics  to  give  his  history  a  touch  of  sensa- 
tional interest.  Even  his  death  came  to  him  suddenly  amid  his 
many  occupations.  He  was  engaged  upon  his  great  picture  of  the 
'Transfiguration,'  upon  the  building  of  St.  Peter's,  and  upon  a 

1  See  p.  94  n.  3. 
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fantastic  and  colossal  plan  which  his  passion  for  antiquities  and  his 
new  interest  in  architecture  had  brought  him  to  undertake.  With 
a  recklessness  of  adventure  which  tells  of  his  age  no  less  than  do 
his  pictures,  he  had  embarked  upon  a  scheme  to  draw  up  a  plan 
of  ancient  Rome,  with  all  its  edifices  restored  and  in  perspective. 
It  was  to  be  a  complete  restoration  of  the  ancient  city,  a  recovery 
of  lost  glories,  and  no  doubt,  a  model  for  the  future.  No  dis- 
covery of  a  new  world  could  have  aroused  men's  enthusiasms  to 
so  great  a  degree ;  no  voyage  into  unknown  seas  could  have 
promised  a  more  hopeful  Eldorado  than  this  adventure  into  the 
glorious  past.  Cultured  Rome  awaited  the  result  with  greater 
excitement  than  they  had  shown  for  any  mere  exhibition  of 
decorative  art.  They  believed  that  Raphael  was  possessed,  after 
his  fashion,  with  a  sure  method  to  bring  the  past  to  life.  But 
death  struck  down  the  new  Asklepios.  On  the  20th  of  March 
Raphael  promised  the  Duke  of  Ferrara  the  design  of  his  new 
chimney.  On  the  24th  he  leased  some  land  for  building  purposes 
from  the  Canons  of  St.  Peter's.1  At  the  end  of  the  month  he 
fell  ill  of  a  quick  fever,  and  eight  days  later,  on  Good  Friday, 
the  6th  of  April,  he  brought  his  short  life  of  thirty-seven  years 
to  a  close,  and  Rome  was  left  to  look  with  sorrow  on  the  un- 
finished '  Transfiguration,'  and  to  mourn  the  wreck  of  its  hopes 
to  recover  the  outward  aspect  of  its  prime. 

His  body  was  buried  by  his  own  direction  in  the  Pantheon, 
at  once  a  Church  of  the  Virgin  and  the  most  perfect  monument 
of  his  beloved  antiquity.  Gossips  discussed  his  will ;  poets 
honoured  him  with  antithetic  epitaphs ;  ambassadors  wrote  to 
their  princely  patrons  confronting  them  once  and  for  all  with 
the  vanity  of  their  desire  to  obtain  some  work  of  the  favourite 
painter.  His  pupils,  forming  almost  a  league  for  the  continuance 
of  his  traditions,  divided  his  artistic  inheritance,  but  fell  asunder 
into  different  directions  when  the  guiding  hand  was  lost.  The 
stronger  personality  of  Michelangelo,  showing  itself  more  power- 

1  Gazette  des  Beaux-Arts,  1880,  p.  369. 
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ful  if  only  by  the  treble  length  of  his  life,  resumed  its  sway  over 
Roman  Art.  Shortly  afterwards  Rome  itself  fell  before  the 
barbarian,  and,  not  much  later,  German  soldiers  wrote  their  names 
upon  the  frescoes  in  the  Loggie  and  the  Stanze  of  the  Vatican. 
A  ridiculous  publication  was  issued  purporting  to  embody 
Raphael's  investigations  into  ancient  Rome ;  his  pictures  faded  or 
were  destroyed  by  restoration,  and  St  Peter's  was  completed  by 
another  hand.  But  enough  of  his  work  has  remained  to  make 
him  the  most  adored  painter  of  three  centuries  of  critics,  even 
those  who  decried  him  having  from  the  first  lived  upon  his 
example  and  his  activity ;  and  his  personality,  elusive  and  vague, 
neither  excessive  nor  careless,  but  loyal  and  fresh  and  young, 
has  become  a  legend  of  the  beauty  and  the  happiness  which  his 
work  embodies  in  itself. 
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WHEN  Raphael  began  to  decorate  the  first  of  the  Pope's 
chambers  in  the  Vatican,  that  called  the  Stanza  della 
Segnatura  (Plate  XLIX.),  the  subjects  to  be  depicted 
upon  the  walls  and  ceiling  must  have  been  already  chosen,  even 
if  it  had  not  already  been  decided  that  one  man  would  execute 
the  whole,  for  they  are  based  upon  one  idea  and  follow  in  a  con- 
sistent order.  In  the  very  centre  of  the  ceiling  the  arms  of  an 
earlier  Pope,  Nicholas  v.,  surrounded  by  putti  on  a  blue  ground, 
remain  from  a  former  scheme,  and  it  is  possible  that  the  general 
arrangement  of  the  decorations  follows  that  of  the  old.  It  is 
composed  of  medallions  and  rectangles  bound  together  by  gold 
frames,  arabesques  and  bosses  with  subjects  painted  in  the  chief 
spaces  and  in  certain  of  the  smaller  intervals  of  decoration  (Plate 
L.).  This  is  a  conventional  scheme  of  ceiling  decoration  modelled 
no  doubt  on  woodwork,  and  suggesting  by  the  arrangement 
and  perspective  of  its  lines  a  heightening  of  the  room.  It 
had  been  used  with  great  effect  by  Pinturicchio  in  Rome  before 
this  date,  and  here  in  this  room  it,  with  the  paintings  in  the 
smaller  panels,  is  attributed  to  Sodoma.  In  the  eight  principal 
spaces  upon  the  ceilings,  four  lunettes  near  the  centre  and  four 
rectangles  at  the  springing  of  the  vault,  subjects  were  chosen  to 
illustrate  the  four  great  branches  of  learning — Theology,  Poetry, 
Philosophy,  and  Law,  into  which  the  whole  of  science  was 
divided  by  the  scholastic  tradition. 

There  was    nothing    novel    in    the   use  of   these    ideas    as 
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themes  for  decoration.  The  method  in  which  they  were  generally 
represented  was  familiar  to  Raphael  from  his  earliest  days  in  the 
decoration  of  Federigo's  library  at  Urbino.  It  consisted  in  a 
simple  personification  of  the  four  faculties  by  figures  which 
symbolised  in  their  characters  and  attributes  something  present 
in  the  conception  of  each  science.  The  task  was,  however,  new 
to  him,  for  unless  the  '  Vision  of  the  Knight '  be  reckoned,  he  had 
only  once,  in  the  predella  to  the  'Entombment,'  attempted  to 
clothe  in  flesh  and  blood  any  of  the  numerous  personifications  of  his 
age.  But  examples  were  numerous.  Maidens  served  in  Florence 
from  the  earliest  times  to  represent  the  sciences  as  they  did  the 
virtues,  and  in  the  simple  personifications  which  he  placed  in 
the  four  lunettes  at  the  centre  of  the  ceiling,  Raphael's  con- 
ception differs  very  little  in  essentials  from  representations,  in 
marble  or  in  paint,  which  are  too  numerous  to  need  specifica- 
tion. He  made  little  attempt  to  characterise  his  four  figures,  or, 
in  the  true  spirit  of  allegory,  to  suggest  by  their  types  of  face, 
figure,  and  posture  differences  of  nature  corresponding  to  their 
attributes.  The  words  written  in  scrolls  upon  the  figures  are 
required  in  order  that  they  may  be  distinguished;  for  their 
differences  of  nature  are  scarcely  expressed  by  divergences  of 
type,  and  their  poses  and  gestures  are  arbitrary,  and  do  not  in 
any  way  arise  from  the  character  of  their  general  forms. 

In  other  words,  these  figures,  together  with  their  attendant 
putti,  are  primarily  decorative.  Their  first  object  is  to  fill  space 
pleasantly,  and  since  in  those  days  it  was  not  enough  to  fill  the 
space  with  a  pleasant  pattern,  and  figures  were  required,  the 
figures  are  also  decorative  and  pleasant  in  their  form  and  bearing. 
If  they  do  not  succeed  in  conveying  the  allegorical  idea  which 
is  stamped  upon  them  by  their  attributes  and  inscriptions, 
they  do  not  in  any  way  contradict  it,  and  they  do,  at  least,  so 
far  correspond  to  the  ideas  for  which  they  stand  that  they  convey 
an  impression  of  dignity,  grace,  and  fair  proportions,  as  befits  the 
great  branches  of  intellectual  activity  which  they  represent.  So 
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much  Raphael  might  have  learned  from  Perugino  or  any  Florentine 
master  of  the  fifteenth  century.  But  in  his  choice  of  the  human 
figures  to  embody  these  qualities  he  had  moved  from  his  masters, 
for,  while  in  their  spirit  and  in  their  general  ineffectiveness  of 
character,  the  four  *  Sciences'  (Plates  LI.,  LII.)  recall  the  'Saints' 
and  '  Sibyls '  of  Perugino — the  figure  of  '  Jurisprudence '  is 
especially  Peruginesque  in  its  weakness  and  incoherence  of  move- 
ment— the  freedom  in  the  perspective,  their  poses,  the  lighting 
and  the  modelling  of  their  bodies  and  limbs,  the  simplicity  of 
their  drapery,  all  show  traces  of  a  newer,  freer,  and  broader 
style.  Of  this  style  Michelangelo's  '  Sibyls '  in  the  Sistine  Chapel 
are  the  greatest  example.  Since  Raphael  had  not,  according  to 
all  accounts,  yet  seen  that  work,  the  character  of  these  frescoes 
and  the  difference  between  them  and  all  their  predecessors 
prove  that  the  relation  between  the  two  painters  was  that  of 
a  common  spirit  rather  than  of  direct  imitation.  If  there  is 
direct  imitation,  it  is  to  be  found  in  the  resemblance  between 
these  lunettes  and  the  '  Holy  Family '  which  Michelangelo  painted 
for  Angelo  Doni.  There,  the  drapery  of  the  Madonna  is  flowing 
and  classic  as  in  the  *  Jurisprudence,'  the  foreshortening  of  limbs 
and  body  is  bold,  and  the  children  are  sturdy  and  heavily  modelled 
in  broad  planes  of  light  and  shade.  The  curly  hair  and  free  poses 
of  the  children  in  this  medallion  recall  Michelangelo's  types,  and 
the  infant  to  the  right  of '  Jurisprudence  '  is  like  a  freakish  memory 
of  a  figure  in  the  '  Holy  Family.'  At  the  same  time  the  difference 
of  spirit  is  so  complete  that  to  notice  these  resemblances  is  to 
emphasise  the  least  important  detail. 

A  second  way  of  communicating  the  conception  of  the  four 
*  Sciences '  is  that  of  illustration  by  means  of  incident.  Raphael 
adopted  this  means  in  three  of  the  four  rectangular  spaces  upon 
the  pendentives  of  the  ceiling  immediately  below  the  medallions. 
In  the  fourth,  no  doubt  because  the  subject  *  Philosophy ' 
scarcely  lent  itself  to  anecdotal  treatment,  Raphael  introduced  a 
charming  caprice  which  personifies  one  of  its  branches,  namely, 
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'  Astronomy,'  in  a  far  less  conventional  and  more  truly  allegori- 
cal manner  than  that  of  the  figures  in  the  medallions  above.  It 
is  the  very  genius  of  discovery  which  kneels  upon  the  globe  and 
traces  with  delight  the  scheme  of  celestial  wonder.  The  other 
three  spaces  contain :  above  the  *  Disputa '  a  representation  of  the 
*  Tree  of  Knowledge  ' ;  above  *  Parnassus '  the  *  Victory  of  Apollo 
over  Marsyas ' ;  above  'Jurisprudence '  the  'Judgment  of  Solomon.' 
In  drawing  these  scenes  Raphael  has  no  more  attempted  to  exhaust 
the  dramatic  possibilities  of  the  incidents  than  he  had  tried  to 
enforce  the  characteristics  of  the  ideal  figures  above  them.  Drama 
and  characterisation  would  have  been  as  out  of  place  in  the 
decorative  scheme  of  the  ceiling  as  they  would  be  in  the  carving 
of  a  pulpit  or  the  intarsias  of  a  door.  He  has  given  nothing  more 
than  the  general  outline  of  the  action,  and  has  represented  it  with 
the  dignity  of  form  which  is  appropriate  to  the  heroic  story.  His 
manner  shows  the  same  broad  treatment  of  light  and  shade  as  in 
the  lunettes  above,  still  more  boldness  in  the  attitudes,  and  even 
more  sculpturesque  treatment  of  the  human  body. 

It  would  be  an  attractive  task  to  essay  to  trace  the  progress  of 
Raphael's  style  through  the  different  pictures  of  this  ceiling.  But 
while  the  greatest  differences  exist  between  the  style  of  the  rect- 
angles and  medallions  and  again  of  the  wall  paintings,  there  is  no 
possibility  of  tracing  in  every  feature  certain  and  definite  sequence. 
Some  critics  have  placed  the  rectangles  before  the  medallions, 
others  the  whole  ceiling  later  than  the  '  Disputa.'  Every  view 
must  depend  upon  some  particular  details  abstracted  from  the 
whole.  If,  with  this  caution,  a  guess  into  the  order  of  their 
composition  may  be  allowed,  it  would  appear  more  probable  that 
the  execution  of  each  pendentive  was  closely  connected  with  the 
wall  pictures  below  them,  and  it  may  even  have  been  the  case 
that  each  was  executed  after  and  not  before  the  picture  below  it. 
The  elongated  forms,  structureless  bodies,  and  uneasy  poses  of 
the  'Apollo  and  Marsyas'  are  closely  paralleled  by  the  'Par- 
nassus,' above  which  it  is  placed.  The  '  Adam  and  Eve '  is 
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in  strong  contrast  to  the  upper  part  of  the  *  Disputa,'  which  is 
nearest  of  all  portions  of  the  fresco  to  the  medallions,  while 
it  in  its  turn  forms  a  transition  between  the  lower  part  of  that 
fresco  and  the  '  School  of  Athens.'  The  head  and  the  pose  of  the 
kneeling  *  Astronomy,'  which  stands  above  the  '  School  of  Athens,' 
are  counterparts  of  the  kneeling  youth  above  Bramante  in  that 
fresco  ;  and,  finally,  the  growing  drama  of  the  *  Judgment  of 
Solomon,'  the  amplitude  of  the  women's  draperies  and  the  pose 
of  the  kneeling  figure  take  the  onlooker  outside  the  Stanza 
della  Segnatura  into  the  bolder  historical  compositions  of  the 
succeeding  room. 


ii 

The  ceiling  of  the  room  is,  however,  a  mere  incident  in  the 
decoration  of  the  chamber.  The  chief  embodiments  of  the  intel- 
lectual theme  and  the  principal  decorative  features  of  the  room 
are  the  three  great  frescoes  which  cover  the  walls.  These  are 
not  set,  like  the  paintings  above,  in  gold  frames  upon  a  gold 
background  imitating  mosaic  in  order  to  mark  their  decorative 
character,  but  are  placed  within  a  painted  frame  of  columns  and 
arches,  and  are  thus  given,  at  once,  a  space  of  their  own  which 
is  entirely  apart  from  that  of  the  room.  In  the  two  earlier 
pictures,  the  *  Parnassus'  and  the  *  Disputa,'  the  foreshortening  of 
two  of  the  foremost  figures  bridges  the  gulf  between  the  imagined 
and  the  real  space  after  the  manner  of  earlier  painters,  and  in  the 
*  Parnassus '  the  figures  are  even  worked  into  the  architectural 
framework  of  the  window.  But  in  the  '  School  of  Athens '  this 
device  is  cast  aside.  Apart  from  this  detail  the  whole  essence  of 
the  composition  of  all  three  pictures,  their  deliberately  curving 
lines  bending  round  inwards  at  each  end  so  that  the  figures  form 
the  greater  part  of  a  circle,  is  intended  to  increase  the  effect  of 
space,  while  in  the  '  School  of  Athens '  the  architectural  back- 
ground, and  in  the  '  Disputa '  the  architectural  setting,  introduce 
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a  widening  of  the  horizon  which  belongs  not  to  a  decorative  space 
but  to  a  new  and  imaginary  world. 

Raphael  was  inexperienced  in  fresco  painting.  He  may  have 
learned  much  of  the  new  feeling  for  spatial  decoration  by  the  date 
of  his  fresco  in  San  Severe  at  Perugia,  in  which  he  foreshadowed 
the  arrangement  of  the  upper  part  of  the  *  Disputa '  upon  these 
walls.  But  as  that  fresco  was  never  completed  it  is  impossible  to 
imagine  the  effects  of  space  which  would  have  been  produced  by 
combining  figures  on  a  lower  plane  with  those  already  painted. 
In  the  upper  part  of  the  '  Disputa '  (Plates  LV.-LX.)  the  two  curves, 
that  of  the  frame  and  that  of  the  row  of  figures,  give  a  domed 
space  in  which  interest  is  concentrated  upon  the  figures  of  Christ 
and  of  the  Father  towering  above.  In  the  lower  part,  two  circles 
of  figures  lead  to  the  Host  upon  the  altar  which,  both  by  the 
effect  of  the  two  rows  of  figures  and  by  the  incidents  of  the 
surrounding  figures,  combines  closely  with  the  Christ  above,  while 
counter  rows  of  figures,  winding  off  from  the  extreme  ends  and 
disappearing,  on  one  side  behind  a  solid  structure,  on  the  other  in 
lessening  perspective,  produce  immediately  and  without  effort  the 
notion  of  an  extended  space. 

This  is  in  the  rough  the  outline  of  the  pictorial  scheme.  Its 
content  is  a  glorification  of  '  Theology '  expressed  as  a  repre- 
sentation of  the  Trinity  among  attendant  figures,  saintly  and 
human,  who  are  actively  or  passively  engaged  in  praise.  The 
name  *  Disputa,'  attached  from  early  days,  has  no  allusion  to  a 
fancied  debate  concerning  Transubstantiation  among  the  human 
figures  below  ;  if  it  is  applied  to  the  picture  with  any  right  at  all 
it  is  because  the  word  had,  in  scholastic  language,  the  meaning  of 
a  discussion  without  hostile  argument.  There  is  not  in  the 
picture  a  single  suggestion  of  a  disputation.  There  is  no  drama 
of  debate  or  struggle  nor  concentration  of  opposing  force ;  every 
figure  in  its  own  way  catches  up  its  part  in  the  complicated 
orchestra  of  praise.  Even  the  scenery  in  the  distance  and  the 
accessories  of  the  foreground  continue  the  main  idea,  for  on  the 
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left  is  the  building  of  a  church  upon  the  rock,  while  on  the  right 
there  are  the  foundations  of  the  great  cathedral  which  Julius  at 
this  time  was  building.  As  for  the  figures ;  the  Apostles  in  the 
upper  row  are  seated  quietly  as  participants  in  the  glory ;  on  the 
lower  level  Bishops  and  Doctors  of  the  Church  are  flanked  by 
men  of  less  importance  whose  animation  gives  contrast  to  their 
dignity,  and  whose  enthusiasm  enlivens  and  varies  the  picture, 
and  forms  a  transition  to  the  mortal  sphere. 

If  any  faith  could  be  attached  to  the  many  drawings  which 
bear  relation  to  portions  or  single  figures  in  this  fresco,  it  might 
be  possible  to  trace  the  steps  by  which  Raphael  reached  his  final 
design.  Unfortunately,  the  few  sketches  which  can  make  good 
their  claim  to  have  come  from  Raphael's  hand  are  of  little  value 
for  this  purpose.  The  others,  where  they  show  the  most 
interesting  divergences,  are  probably  the  work  of  pupils  and 
imitators  who  were  consciously  making  variations  from  the 
finished  picture.  An  examination  of  the  fresco  itself  sufficiently 
illuminates  the  question  of  its  place  in  Raphael's  own  develop- 
ment and  in  the  history  of  art.  The  immediate  resemblance 
between  the  upper  portion  of  the  picture  and  the  fresco  in  San 
Severo  gives  at  once  a  starting-point  for  comparison.  No  doubt 
the  similarity  of  the  subject  demanded  similarity  of  treatment,  but 
the  divergences  are  so  much  greater  than  the  resemblances  that 
the  survivals  gain  an  added  importance.  They  are  to  be  found 
entirely  in  the  single  figures.  The  Christ  remains  essentially  the 
same,  nothing  but  a  greater  animation  in  the  legs  and  a  greater 
softness  in  the  treatment  of  the  light  marking  either  an  advance 
or  a  decline.  Comparison  of  the  faces  is  rendered  hazardous  by 
the  repainting  of  the  San  Severo  figure,  but,  whatever  may  have 
once  been  shown  in  that  head,  the  Christ  in  the  '  Disputa '  shows 
there  the  same  flaccid  and  empty  sweetness  which  marks  the 
remainder  of  his  figure  in  both  frescoes.  Perugino  and  Fra 
Bartolommeo  are  here,  as  throughout,  the  leading  influences,  and 
it  is  worthy  of  note  that  in  the  only  other  figure  of  Christ  in 
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glory  painted  by  Raphael  after  this  date,  that  of  the  '  Transfigura- 
tion,' the  same  characteristics  are  constant.  The  figures  of  the 
Apostles  remain  also  fundamentally  similar  to  those  on  the  walls 
of  San  Severo,  and  the  Virgin  and  St.  John,  though  absent  from 
that  fresco,  are  painted  and,  in  the  case  of  the  Virgin,  drawn1  with 
the  strongest  reminiscence  of  Fra  Bartolommeo's  manner. 

But,  as  soon  as  Raphael  escapes  from  the  circle  of  fixed 
hieratic  forms,  his  style  becomes  freer  and  stronger.  The  seraphs 
at  San  Severo  were  stiff,  overdraped,  ornamental  accessories,  over- 
expressive  in  their  fossilised  attitudes,  and  over-decorative  in  the 
forced  lines  of  their  drapery  and  posture.  The  angels  were  bolder 
in  conception  and  belonged  completely  to  a  more  recent  Floren- 
tine cycle.  In  the  '  Disputa '  the  angels  have  already  become  so 
perfectly  mastered  as  a  means  of  expression  that  they  can  be 
imagined  in  numberless  different  attitudes  and  with  every  degree 
of  foreshortening  or  action  but  do  not  for  a  moment  lose  their 
air  of  naturalness.  In  the  seraphs  every  vestige  of  timidity  in 
the  representation  of  the  human  figure  has  disappeared.  The 
convention  of  flight  has  been  completely  assimilated,  and  the 
chief  characteristic  of  body  and  drapery  which  is  required  in 
order  that  the  illusion  may  be  effected — a  flowing  motion  in  the 
drapery  and  a  sense  of  movement  without  action  in  the  limbs — 
has  been  carried  further  than  by  earlier  artists,  because  the  body 
is  represented  with  greater  roundness  and  breadth,  and  the  fore- 
shortening and  lighting  are  more  easily  handled  than  in  earlier 
works.  Nor  is  line  sacrificed.  It  is  only  less  obvious  because  it 
is  not  an  isolated  quality  and  because  the  figures  serve  to  do  more 
than  merely  fill  up  a  couple  of  corners  of  the  picture  with  an 
attractive  pattern.  They  are  so  contrived  as  to  complete  in 
themselves  the  illusion  of  space. 

Greater  mobility,  breadth  and  ease  in  the  treatment  of  the 
human  body,  are  shown  in  the  figures  of  the  Apostles.  At  San 

1  Milan,  Ambrosiana.  See  for  this  and  other  drawings  by  Raphael  in  this  gallery, 
Beltrami,  Nozxe  Gavazzi-Pirelli,  Milan,  1906. 
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Severe,  Raphael  could  with  difficulty  construct  six  seated  figures 
with  any  variety  in  attitude,  drapery,  or  lighting.  Their  immense 
robes  hid  their  bodies  and  suggested  no  movement  of  the  limbs;  the 
lines  of  their  arms  and  knees  repeated  each  other,  and  nothing  but 
a  slight  difference  in  altitude  and  stiff  formal  perspective  brought 
them  into  their  respective  planes.  Had  they  been  placed  further 
apart,  had  the  sky  been  allowed  to  appear  between  the  outlines  of 
each  figure,  each  would  have  appeared,  as  in  a  picture  by  Perugino, 
equally  prominent  with  his  neighbour.  In  the  '  Disputa,'  a  freer 
grouping,  a  circular  construction,  the  device  of  bringing  the  mass 
of  the  central  figures  in  front  of  a  part  of  the  circle,  and  the  dis- 
position of  the  lines  of  the  limbs  and  the  colours  of  the  dresses 
succeed  immediately  in  establishing  the  space,  while  the  varied 
attitudes  of  the  personages  themselves  give  life  to  the  whole 
group.  The  intense  labour  required  to  secure  this  varied  effect 
might  be  represented  by  a  myriad  of  trial  sketches,  but,  as  it  is, 
the  figures  seem  to  have  sprung  at  once  into  their  present 
position. 

In  their  fundamental  conception  these  figures  are  not  different 
from  those  of  the  San  Severe  fresco ;  it  is  only  their  expression — 
which  is  the  whole  of  painting — that  is  different.  Raphael  had 
nothing  more  to  say  about  their  characters,  he  had  only  a  totally 
different  power  of  representing  them  as  human  figures  in  action. 
Dignity  and  grandeur  are  still  the  main  attributes  of  the  chief 
Biblical  personages,  and  the  expression  of  these  qualities  must 
still  be  found  in  somewhat  unmeaning  and  inconclusive  gestures. 
It  is  different  with  the  figures  on  the  lower  level :  the  Bishops 
towards  the  altar  may  still  be  fundamentally  the  same  beings  as 
the  elderly  fathers  who  watched  in  ecstasy  the  coronation  of  the 
Madonna  in  pictures  of  the  fifteenth  century,  but  they  have  been 
infused  with  a  new  blood  from  the  observation  of  their  successors 
at  the  Vatican.  Realism  was  founded  in  the  fifteenth  century 
upon  the  painful  reproduction  of  accidents  observed  in  actual 
life;  it  was  based  with  Raphael,  as  with  Michelangelo  and 
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Leonardo,  upon  a  thorough  comprehension   of  the  really  vital 
features  in  the  human  figure ;  upon  a  mastery,  not  of  anatomical 
detail,  but  of  the  general  structure  and  habits  of  the  human  form. 
The  advance  was  not  made  in  a  day.     Each  real  master  of  the 
earlier  ages  had  seized  some  central  characteristic  of  the  human 
body,  some  note  of  lightness  or  of  solidity,  of  strength  or  of 
elegance,  which  gives  their  work  real  value  in  the  eyes  of  the 
discerning  amid   all  the  conventional  and  extravagant  accidents 
which  have  now  succeeded  in  attracting  the  vulgar.     Successive 
steps  had  brought  the  artists  of  Italian  schools  to  a  level  of 
achievement  at  which  they  could  look  upon  and  appreciate  the 
mature  works  of  classic  art,  themselves  the  outcome  of  a  long 
and  precisely  similar  evolution.      It  is  thus  not  easy  to   decide 
in  any  picture  of  the  Renaissance  how  much  is  the  result  of 
Italian  tradition,  how  much  the  result  of  personal  observation, 
and  how  much  the  effect  of  the  daily  discoveries  of  classic   art. 
In  the  '  Disputa '  of  Raphael,  for  the  first  time  in  his  history, 
all  the  three  tendencies  appear  to  have  converged. 

It  is  clear  that  he  owed  to  no  one  his  ease  of  distribution  upon 
the  various  planes.  Concentration  upon  a  central  incident  and 
variation  of  grouping  had  been  the  characteristic  distinguishing 
him  from  Perugino  in  days  as  early  as  those  in  which  he  painted 
the  '  Coronation  '  and  the  *  Sposalizio.'  Nor  could  he  have  learnt 
from  Perugino  the  art  of  representing  figures  in  a  consistent  am 
unified  space.  Something  may  have  been  learnt  from  Pinturicchio 
whose  frescoes  in  the  library  at  Siena  are  connected  with  Rapha 
by  tradition.  They  show,  with  painful  stiffness,  a  delibera 
attempt  to  produce  a  spatial  effect  by  means  of  a  circular  arrang 
ment  of  the  figures.  But  the  chief  influence  must  have  com 
from  Florence  and  from  the  two  great  cartoons  which  have  them 
selves  disappeared,  but  have  left  traces  upon  every  significan 
work  of  art  which  was  produced  after  their  exhibition.  Anoth 
work  of  Leonardo's,  upon  a  smaller  scale,  and  in  itself  most 
obviously  the  greatest  of  a  long  series  of  similar  compositions 
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the  'Adoration  of  the  Kings,'  which  is  in  its  unfinished  state 
at  the  Uffizi — has  left  definite  marks  on  Raphael's  style.  Here, 
as  in  many  earlier  Florentine  pictures,  the  long  cavalcade  of 
the  Kings'  retainers  sweeps  round  unfinished  buildings  and 
diminishes  into  the  distance.  The  figures  of  the  youths  to  the 
left  of  the  altar  recall,  with  their  vehement  bending  movements 
and  their  curved  lines,  certain  figures  in  that  picture.  Perhaps 
the  cartoon  for  this  fresco  showed  a  still  more  marked  resem- 
blance to  Leonardo's  style,  as  does  that  for  the  '  School  of 
Athens,'  which  still  exists.  Michelangelo's  influence  is  less  clear, 
but  it  was  perhaps  through  him  that  Raphael  learnt  to  attempt 
the  daring  foreshortenings  which  recall  the  work  of  Signorelli,  and 
to  cast  his  figures  in  the  large  heroic  mould  which  made  its 
appearance,  before  Signorelli,  in  the  prototype  of  all  Renaissance 
art,  the  frescoes  of  the  Brancacci  chapel. 

So  great  a  gulf  is  placed  by  modern  art  criticism  between  the 
works  of  the  high  Renaissance  and  those  of  its  darling  Quattro- 
cento that  these  resemblances  with  their  evidence  of  direct  con- 
tinuity are  scarcely  estimated  at  their  true  valuation.  Men  point 
to  them,  in  default  of  admiration,  with  some  disparagement  of 
Raphael's  inventiveness,  as  though  they  had  discovered  in  one 
who  pretended  to  make  an  innovation  clear  signs  of  dependence 
upon  those  whose  work  he  wished  to  supersede.  It  is  necessary 
to  discard  completely  this  notion  of  a  fresh  beginning,  a  virgin- 
birth  in  art,  in  order  to  appreciate  the  pictures.  Contemporaries, 
indeed,  had  no  illusions.  It  was  no  doubt  of  this  picture  that  the 
Pope  was  thinking  when  he  spoke  of  Raphael's  work  as  Perugin- 
esque.  In  the  upper  part  the  connection  is  obvious,  but  in  the 
lower  it  exists  no  less.  The  colour,  with  its  predominant  greens 
and  blues  and  its  equable  light,  is  that  of  Umbrian  art  as  shown, 
in  the  Vatican  itself,  in  the  Borgia  apartments.  So,  too,  is  the  scale 
of  the  crowded  figures,  some  of  whom  even  show  in  their  poses 
and  their  forms  direct  resemblances  with  Peruginesque  types.  So, 
too,  is  the  intellectual  conception  of  the  scene  with  its  mass  of 
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attendant  personages.  To  a  contemporary  they  meant  no  less 
and  no  more  than  the  attendant  groups  which  filled  the  wall 
spaces  of  Florentine  churches,  gesticulating,  posing,  or  standing 
with  dignity  around  the  Manger  of  Bethlehem  or  the  performance 
of  a  miracle.  Even  the  old  habit  of  introducing  contemporary 
portraits  is  maintained.  So  gradual  was  the  advance  in  the  repre- 
sentation of  such  figures,  their  movements  and  their  groupings, 
that  a  change  of  style  occurred  almost  without  being  perceived, 
and  the  qualities  which  now  are  most  evident  in  the 'Disputa' 
as  proofs  of  a  novel  art  may  easily  have  been  recognised  and 
appreciated  without  seeming  to  have  changed  the  character  of  the 
whole.  The  more  retrograde  qualities  are  most  conspicuous  in 
the  '  Disputa,'  but  they  are  not  absent  from  any  of  the  paintings 
in  this  room,  save  from  those  on  the  pendentives  of  the  ceiling 
and  those  on  the  fourth  wall. 


in 

In  the  *  Parnassus '  (Plates  LXI.-LXIII.),  which  is  generally  con- 
sidered to  be  the  second  in  order  of  composition  among  these 
frescoes,  the  primitive  features  are  only  less  evident  than  hi  the 
'  Disputa,'  because  there  are  fewer  works  with  which  it  can  be  com- 
pared. But  in  reality  they  are  infinitely  more  pronounced.  In  the 
matter  of  space  and  atmosphere,  wherein  lay  the  greatest  advance 
of  the  'Disputa,'  this  picture  is  not  only  flat  but  actually  un- 
successful in  its  obvious  attempts  to  escape  from  flatness.  This 
failure  amounts  to  a  virtue  in  modern  eyes,  for  modern  taste 
demands  flatness  from  a  fresco,  and  time  and  discoloration  which 
do  no  harm,  and  even  improve  a  painting  without  relief,  ruin  com- 
pletely, by  distortion  of  the  values,  the  whole  effect  of  a  picture 
with  a  space  and  atmosphere  of  its  own.  Moreover,  this  fresco  has 
another  obvious  feature  which  hides  its  imperfections  as  a  composi- 
tion. It  is  cleverly  adapted  to  the  irregular  space  of  the  wall,  and 
the  critics  and  public  can  see  at  once  that  a  difficulty  has  been  over- 
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come.  In  reality  a  plain  space  is  harder  to  decorate  than  an 
irregular,  because  of  the  very  fact  that  no  pattern  is  suggested  by 
it  as  inevitable.  But  success  in  an  irregular  space  gives  the  spec- 
tator an  immediate  notion  of  fitness,  and  failure  is  equally  imme- 
diately excused  by  the  recognition  of  the  difficulty ;  it  may  even 
be  welcomed,  because  the  spectator  enjoys  his  own  judgment  in 
having  discovered  the  cause  of  the  trouble.  But  these  considera- 
tions are  foreign  to  true  criticism  of  the  picture.  It  is  clear  that 
the  effect  of  flatness  is  the  very  contrary  of  Raphael's  own 
intention,  and  that  he  took  infinite  pains  to  produce  the  same 
illusion  of  space  in  this  fresco  as  in  its  neighbours ;  but  the  fact 
that  most  of  the  figures  are  in  one  group,  and  that  discoloration 
has  reduced  the  whole  to  a  greenish  tone,  have  hidden  the  reali- 
sation of  a  result  which  at  best  was  imperfectly  attained. 

As  in  the  '  Disputa,'  gradually  diminishing  figures  encircle  a 
central  group.  The  whole  is  set  within  a  frame  which  is  outside 
the  picture,  with  again  a  second  frame,  beyond  which  two  of  the 
foremost  figures  protrude  into  the  room.  The  receding  circles  of 
figures  start  from  these  two  and  wind  upwards  until  they  disap- 
pear behind  Apollo  and  his  immediate  group.  But  the  effort  to 
represent  a  hummock  as  a  hill  is  vain ;  the  eyes  waver  in  com- 
prehending the  reduction  in  the  size  of  the  figures,  which  is  too 
slight  for  a  mountain,  too  sudden  for  a  mound.  Moreover,  the 
effect  of  space  is  still  further  lessened — in  fact,  is  positively 
destroyed — by  the  mistake  in  the  tone  of  one  dress.  The  laurel- 
crowned  poet  (Sannazaro)  to  the  right  of  the  averted  muse 
should  be  definitely  standing  at  a  lower  level  than  she.  The 
line  between  his  dress  and  hers  is  sharp,  as  it  should  be,  but  a 
mistake  in  the  lighting  which  places  him  in  shadow  produces  a 
wrong  effect  of  values,  and  his  dress  looks  as  if  it  were  cutting 
off  a  part  of  hers  from  the  vision  instead  of  being  hidden  itself. 
To  some  extent  the  same  mistake  occurs  at  the  opposite  corner 
in  the  figure  of  Dante,  but  there  Homer's  outstretched  hand 
places  the  distant  figure  in  its  true  place. 
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These  faults  are  not  alone.  A  general  spirit  of  light-hearted 
gaiety  runs  through  the  whole  picture  and  gives  it  a  unity  of 
feeling  such  as  the  Quattrocento  could  attain,  and  in  its  general 
arrangement  of  lines  the  composition,  as  were  theirs,  is  not 
inharmonious.  But  the  grouping  is  lumpy  and  forced.  Each 
group  of  figures  stands  alone,  with  but  a  mechanical  connection 
with  its  neighbours.  Raphael's  power  of  concentration  is  for  the 
moment  wanting.  Even  the  three  central  figures,  pendants  as  it 
were  to  Christ,  the  Virgin  and  St.  John  in  the  '  Disputa,'  are 
separate  from  the  rest.  The  two  large  figures  in  the  foreground, 
fine  though  they  are  in  themselves,  are  scarcely  more  than  orna- 
mental '  supporters ' ;  the  small  boy  with  crossed  legs,  recalling 
figures  in  the  '  Scuola,'  is  awkwardly  placed,  and  the  muse  standing 
with  bared  shoulder  is  in  no  sort  of  relation  with  her  sister  at  her 
feet.  With  these  faults  of  composition  there  occur  a  mechanic* 
rigidity  of  attitude,  a  tendency  to  draw  in  full  face  or  profile, 
want  of  foreshortening,  and  a  repetition  in  four  places  of  the  motive 
of  bared  shoulders.  The  youth  on  the  extreme  right  stands  prt 
ciously,  with  out-turned  foot,  like  figures  in  pictures  of  the  Peru- 
gian  period,  and  his  attitude  is  more  appropriate  to  the  angel  of 
the  Annunciation  than  to  an  auditor  of  a  poet.  Numerous  hard- 
nesses in  the  outlines  of  the  faces  and  in  the  features,  a  general 
want  of  strength  in  the  limbs,  incoherence  and  conflict  in  the 
minor  lines  of  intersecting  limbs  and  drapery,  the  prevalence  of  a 
greenish  colour,  are  all  features  which  recall  the  weaknesses  of 
the  '  Entombment.'  There  is  even  in  the  face  of  the  muse  to 
the  right  of  Apollo  a  distinct  resemblance  with  that  of  the  bearer 
in  that  picture,  and  as  these  features  occur  with  greater  appropri- 
ateness in  one  of  the  male  figures  of  the  '  Disputa,'  it  would  seem 
that  there  is  some  reason  for  placing  the  '  Parnassus '  intermedia! 
in  date  between  these  two,  and  so  making  it  the  earliest  of  the 
frescoes  in  this  room.  The  figures  grow  in  strength  from  the  toj 
to  the  bottom  ;  but  even  the  lowest,  with  their  protrusion  into  th< 
room,  an  effect  modified  in  the  '  Disputa '  and  never  again  re- 
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peated,  suggest,  for  all  their  Michelangelesque  grandeur  and  classic 
solidity,  a  less  practised  hand.  Argument,  however,  from  general 
inferiority  of  style  is  exceedingly  unsafe,  and  it  would  be  foreign 
to  the  purpose  of  this  book  to  attempt  to  establish  this  hypothesis 
as  a  fact.  So,  too,  for  the  present  it  can  only  be  suggested  that 
in  the  character  of  the  female  faces,  in  the  general  composition  of 
the  groups,  and  in  the  sleek  and  snaky  bonelessness  of  the 
female  limbs  and  the  emasculate  Apollo,  Raphael  shows  the 
influence  of  Sodoma,  who  is  generally  represented  by  tradition  as 
having  been  associated  with  him  in  the  decoration  of  the  chamber, 
and  that  he  in  his  turn  was  affected  in  his  later  work  by  the 
influence  of  this  fresco. 

IV 

In  the  '  School  of  Athens '  on  the  third  wall  (Plates  LXIV.-LXIX.) 
every  trace  of  immaturity  has  disappeared,  and  the  characteristics 
of  the  earlier  style  are  caught  up  and  transformed  in  the  qualities 
of  the  new.  The  figures  are  so  grouped  that  they  occupy  the 
wall  and  fill  the  space  of  the  imaginary  court  in  which  they  stand 
without  suggesting  that  there  is  the  least  cunning  in  their  arrange- 
ment, that  they  are  not  merely  placed  at  hazard  where  their 
occupations  have  taken  them.  The  groups  fall  naturally  together, 
and  partly  by  the  symmetry  of  their  arrangement,  partly  by  the 
unity  of  their  action,  they  succeed  in  drawing  the  eye  onward 
from  one  to  another  without  a  gap  or  an  error  to  create  the 
impression  of  a  false  move.  Each  figure  is  large,  characteristic, 
and  simple ;  each  attitude  is  self-contained,  independent,  and 
necessary ;  and  yet  there  is  no  figure  which  does  not  serve  to  lead 
to  the  next  and  through  him  to  the  two  central  figures.  These 
are  themselves  almost  rigidly  simple,  and  owe  their  emphasis 
entirely  to  the  architecture  of  buildings  and  of  men  in  which  they 
are  framed. 

The  fresco  represents  Philosophy,  depicted  not  as  an  allegory, 
but  by  a  collection  of  imaginary  figures  who  are  the  great  philo- 
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sophers  of  Greece.  Critics  have  analysed  the  picture  to  discover 
hidden  intellectual  and  symbolic  meanings  in  each  figure,  in  each 
group,  in  the  whole  arrangement.  Such  criticism  has  naturally 
proved  its  own  doom,  for  it  soon  found  better  employment  in 
deciphering  the  artificial  symbols  of  primitive  hieratic  art,  which 
were  painfully  pieced  together,  and  can  be  as  easily  resolved  into 
their  constituent  factors.  Raphael's  figures  are  not  like  these,  but 
are  the  representation  of  a  world  of  living  and  breathing  men,  who 
show  their  characters  in  the  complex  forms  in  which  nature  clothes 
qualities  of  mind,  and  who  are  more  real  than  those  of  the  world 
around  because  they  are  more  perfect.  If  he  placed  portraits  in 
the  group — Bramante  as  Archimedes,  the  young  Duke  of  Urbino 
as  the  boy  standing,  to  the  left  of  the  picture,  between  the  seated 
writer  (Pythagoras)  and  the  standing  disputant  with  a  book 
(called  Xenocrates) — he  did  so  because  their  characters  and  their 
features  resembled  in  his  eyes  those  of  the  prototypes  whom 
he  imagined.  As  the  figures  suggested  themselves,  the  group, 
expressing  by  its  dignity,  animation  and  intentness,  and  by  its 
very  breadth  and  depth  and  concentration,  the  ideal  character  of 
the  activity  which  it  represents,  fell  into  a  natural  symmetry  and 
significance,  and  the  whole  scene  found  its  setting  in  the  vast 
architecture  which  proclaims  as  much  as  any  of  the  figures  the 
emotions  which  at  the  moment  were  deep  in  Raphael's  heart. 

This  vividness  of  conception  gives  the  picture  its  living  force. 
The  critic  in  his  detachment  can  piece  out  coldly  the  different 
elements  which  were  fused  into  the  whole  conception,  and  can 
point,  for  one  reason  or  another,  to  single,  isolated  incidents  of 
interest.  He  can  note  that  in  the  original  cartoon  for  the  fresco, 
which  is  still  happily  preserved  at  Milan,  the  large  figure  of 
Diogenes  writing  upon  a  slab  was  absent  from  even  the  penulti- 
mate form  of  the  picture,  and  that  throughout  the  cartoon  a 
likeness  to  Leonardo's  drawings  is  manifest.  But  in  doing  so  he 
fails  to  take  into  account  the  heat  of  inspiration  which  told 
Raphael  that  just  such  a  figure  was  required  in  order  to  complete 
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the  decorative  scheme  which  expressed  his  ideas,  or  the  exact 
unanalysed  condition  of  mind  which  prompted  him  to  use  some- 
thing of  Leonardo's  forms  as  appropriate  to  his  idea.  The  critic 
can  note  that  the  stooping  figure  of  a  boy  below  the  column 
writing  upon  his  knees  is  a  reminiscence  of  the  boy  writing  in  the 
*  Parnassus,'  and  can  mark  the  increased  skill  which  brings  this 
figure  into  a  harmony  with  its  surroundings  such  as  the  other  failed 
to  achieve.  Were  they  not  so  intent  upon  tracing  Raphael's 
indebtedness  to  other  men  the  critics  might  have  also  pointed  out 
two  signs  in  this  picture  of  the  continuity  which  is  ever  pre- 
sent throughout  his  miraculous  progress.  .  The  architectural 
setting  of  the  whole  fresco,  in  spite  of  its  immense  and  classic 
vaulting,  and  its  two  niches  with  their  towering  statues  of  pagan 
deities,  derives  directly  from  the  modest  early-renaissance  octa- 
gonal temple  which  served  as  a  background  for  the  groups  of 
figures  in  the  *  Sposalizio.'  Similarly  the  effect  of  light,  which  is 
the  keynote  of  the  whole  fresco — the  radiance  from  the  sky,  which 
enters  from  behind  the  shaded  architecture,  and  gives  prominence 
to  the  central  figures — has  its  primitive  counterpart  in  the  circle  of 
sunlight  which  illuminates,  from  behind  the  temple,  the  head  of 
the  high  priest  in  the  predella  of  the  '  Presentation.'  But  whether 
they  be  proofs  of  outside  influence  or  of  continuity  the  mere 
establishment  of  the  facts  scarcely  does  more  than  touch  the  fringe 
of  a  true  account  of  the  picture.  The  main  element  is  the  mean- 
ing, the  emotion,  the  creative  force  which  enlarged  and  changed 
each  detail,  from  wherever  seized,  and  wove  it  into  the  web  of  the 
general  conception.  Earlier  pictures  of  his  own,  pictures  by  other 
men  may  have  been  consciously  present  to  Raphael's  mind  when 
he  evolved  this  creation,  but  they  were  scarcely  as  influential  in 
determining  its  form  as  the  lighting  and  character  of  this  fresco 
itself  would  appear  to  have  been  influential  in  inspiring  Velazquez 
with  his  picture  of  the  *  Spinners.' 

In  this  picture,  perhaps  for  the  first  time,  Raphael  shows  that 
no  problems  of  technique  puzzled  and  preoccupied  his  mind,  and 
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prevented  him  from  giving  free  expression  to  his  imagination. 
He  could  use  technical  devices  to  suit  his  ends,  keeping  his  mind 
intent  upon  his  central  purpose,  just  as  he  had  learnt  to  use  his 
knowledge  of  the  human  figure  when  he  executed  the  'Disputa.' 
The  dominating  influence  which  at  once  enlarged  his  power  of 
expression  and  gave  colour  to  his  thoughts  is  his  new  passion  for 
the  freedom  of  antique  minds.  It  was  learnt,  perhaps,  partly  from 
the  association  with  scholars,  poets,  and  philosophers,  but  it  was 
revealed  to  him  more  intuitively  and  directly  through  its  expres- 
sion in  antique  art.  In  the  *  Parnassus  '  his  idea  of  antiquity  is 
still  that  of  the  fifteenth  century,  a  world  of  studied  and  curious 
grace,  such  as,  in  the  main,  it  had  appeared  to  Piero  di  Cosimo 
and  Botticelli.  Residence  in  Rome,  contact  with  a  larger  life  of 
men  who  acted  and  were  concerned  in  great  affairs,  the  mighty 
activities  of  the  centre  of  the  human  universe  enlarged  his  whole 
nature  and  gave  an  ennobled  sweep  to  his  brush.  Other  men 
found  expression  in  great  undertakings,  Michelangelo  in  the 
studies  for  Julius'  great  tomb ;  Bramante  in  the  designs  for  the 
new  temple  of  all  Christendom ;  Leonardo  in  vast  designs  for 
penetrating  the  secrets  of  the  universe  and  conquering  the 
elements  of  water,  air  and  fire.  Raphael  himself  was  to  be 
caught  up  in  the  whirlwind  of  this  vast  activity  and  to  throw  his 
energy  into  the  scheme  of  restoring  the  magnificence  of  ancient 
Rome.  But  for  the  present  he  gave  his  work  in  another  direction, 
and  through  his  forms,  lights,  groups,  and  spaces  gave  expression 
to  the  sense  of  the  grandeur  of  humanity  as  it  was  in  his  day, 
and  as  he  saw  it,  written  even  more  large,  in  the  history  of  an 
ideal  antiquity. 

Figures,  groups,  and  architecture  alike  breathe  this  spirit  of 
antique  grandeur.  But  there  is  another  characteristic,  smaller 
perhaps,  but  no  less  vital  to  the  true  understanding  of  Raphael's 
art.  In  all  three  paintings  in  the  Stanza  della  Segnatura,  but 
chiefly  in  the  *  School  of  Athens,'  the  subsidiary  figures  fall  into 
groups  of  listeners  and  admirers  who  hang  upon  the  words  of  a 
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master  and  are  intent  upon  some  common  thought.  The  unity 
which  these  groups  attain  singly  and  together  is  the  whole  secret 
of  these  pictures.  It  is  not,  as  all  seem  to  think,  a  merely  formal 
and  decorative  matter  arising  from  cunning  arrangement  of  line 
and  mass  and  space,  at  best  a  kind  of  meaningless  music  attached 
to  the  figures  from  outside.  It  has  its  origin,  rather,  in  one  of  the 
most  characteristic  features  of  Raphael's  nature.  Raphael  had 
throughout  his  life  the  strongest  sense  of  comradeship  or  disciple- 
ship  ;  finding  himself  always  among  bands  of  enthusiastic  friends 
until  in  the  end  he  was  the  leader  and  not  the  loyal  follower.  It 
was  not  his  nature  to  live  in  solitude  as  a  single  gloomy  figure,  like 
Michelangelo,  brooding  over  his  own  and  the  world's  wrongs, 
crucifying  himself  with  troubles  and  disappointments,  but  to  live 
in  unity  with  others,  enjoying  what  they  found  good,  strengthened 
by  their  association,  and  living  and  learning  with  them.  The 
intensity  with  which  a  scene  embodying  these  ideas  would  appeal 
to  his  whole  nature  raised  merely  formal  qualities  to  a  higher  and 
more  genuine  level.  The  group,  as  a  group,  appealed  to  him  as 
the  single  figure  appealed  to  Michelangelo ;  he  saw  and  felt 
instinctively  the  motions  of  each  of  its  constituent  members,  and 
threw  them,  by  the  force  and  vigour  of  his  sympathy,  into  the 
attitude  and  position  in  which  they  would  most  effectively  play 
their  parts.  The  sense  of  symmetry  and  harmony  in  the  figures  is 
only  the  articulate  expression  of  the  real  unity  of  the  group,  just 
as  the  outward  appearance  of  the  figures  themselves  is  not  a 
merely  external  creation  of  abstract  beauty,  but  an  indication 
of  their  nature,  and  the  wide  space  and  embracing  architecture 
visible  symbols  of  the  dignity  and  breadth  of  their  whole  life. 


In  the  decoration  of  the  fourth  wall  of  the  Stanza  dell  a 
Segnatura  Raphael  departed  from  the  scheme  which  he  had 
utilised  in  the  other  three.  The  wall  space  before  him  was 
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pierced  irregularly  by  a  large  window  which  was  not  in  the 
centre.  A  precisely  similar  wall  in  the  next  room  was  used 
for  a  single  composition,  but  in  this  case  he  did  not  attempt 
to  compose  one  large  scene  which  would  occupy  the  whole 
wall.  Nor  did  he,  as  would  an  artist  of  the  age  immediately 
preceding,  satisfy  himself  by  cutting  up  the  space  into  three 
contiguous  fields  and  filling  each  of  them  by  a  separate  picture. 
Instead  of  this  he  carried  still  further  the  elaborate  architectural 
scheme,  which  he  had  already  used  to  frame  the  frescoes  on 
the  other  three  walls,  and  made  it  the  basis  of  the  decoration 
of  the  fourth.  He  divided  the  wall  above  the  window  trans- 
versely by  means  of  a  heavy  painted  cornice  and  set  two  painted 
niches,  one  on  each  side  of  the  windows,  using  each  in  such 
a  way  that  it  might  seem  a  portion  of  the  architecture,  and 
that  it  and  the  figures,  for  which  it  served  as  a  background, 
might  appear  in  perspective  and  so  mask  the  diversity  in  the 
size  of  the  walls  on  which  they  were  painted.  Above,  in  the 
lunette  between  the  cornice  and  the  painted  arch  of  the  ceiling, 
he  placed  a  single  row  of  life-sized  figures  which  he  painted 
as  though  they  stood  solid  against  a  background  of  real  sky. 

In  this  decorative  scheme,  Raphael  was  acting  on  precisely 
the  same  principles  as  was  Michelangelo  in  the  adjacent  Sistine 
Chapel.  Michelangelo  had  to  convert  an  unimposing  roof  of 
a  chapel  into  a  vast  vault;  Raphael  an  irregular  and  meanly 
proportioned  chamber  into  a  worthy  meeting-place  for  the  Papal 
Court.  Both  succeeded  by  the  use  of  imaginary  architectural 
ornament  and  structure,  and  by  decoration  with  semi-statuesque 
forms  and  inset  pictures.  The  conception  of  a  large  and  dignified 
space  which  underlies  both  decorations  is  identical,  and,  making 
due  allowance  for  the  purpose  of  the  rooms  and  the  position 
of  the  decoration  to  the  spectator,  both  aim  at  producing  much 
the  same  effect  by  the  character  of  their  figures.  If  the  current 
stories  as  to  the  secrecy  with  which  Michelangelo  worked  in 
the  chapel  have  any  truth,  Raphael  can  have  owed  nothing 
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to  his  example ;  indeed,  the  absence  of  anything  like  direct 
imitation  has  caused  the  general  truth  of  the  story  to  be  uni- 
versally accepted.  But  the  resemblance  is  too  striking  to  be 
allowed  to  pass  unnoticed,  and  it  is  a  proof  that  both  men 
in  their  decorative  ideas  were  merely  carrying  forward  a  develop- 
ment in  the  course  of  painted  decoration  which  followed  neces- 
sarily as  soon  as  painting  began  to  represent  depth  as  well  as 
height  and  breadth.  It  belongs  to  exactly  the  same  logical 
progress  of  ideas  as  the  conception,  most  often  connected  with 
the  name  of  Leonardo,  of  a  single  and  imaginary  space  for 
each  architectural  field  of  decoration,  and  like  this  idea  it  did 
not  spring  upon  Italy  as  something  totally  new.  The  idea  is 
already  present  in  the  roof  of  this  very  chamber,  for  it  follows 
precisely  the  model  of  ceilings  by  Pinturicchio.  But,  in  the 
case  of  this  wall,  a  new  impetus  and  example  may  have  been 
given  by  the  discoveries  of  Roman  wall  decorations  where 
imaginary  architecture  and  figures  set  against  a  painted  sky 
are  features  of  one  of  the  most  popular  forms.  Classical  works 
had  been  present  throughout  the  history  of  the  Italian  Renais- 
sance, but  it  was  only  when  the  native  artistic  development  had 
reached  a  certain  stage  that  the  whole  spirit  of  the  models 
coulii  be  caught  and  reproduced. 

The  subjects  chosen  for  decorative  treatment  are  as  much 
akin  to,  but  no  more  scrupulous  in  their  uniformity  with,  those 
of  the  other  walls  than  is  the  treatment  itself.  The  semi-histori- 
cal, semi-allegorical  imagination  of  the  other  groups  is  here  split 
into  its  two  components,  and  while  the  figures  of  the  lunette 
are  purely  allegorical,  the  subjects  of  the  side  pictures  are  taken 
from  history.  They  represent  the  foundation  of  Civil  and  Canon 
Law,  that  on  the  left  showing  '  Justinian  presenting  the  Pandects 
to  Tribonianus '  (Plate  LXX.  [1]),  the  other,  '  Gregory  ix.  deliver- 
ing Decretals '  (Plate  LXX.  [2]).  These  are  the  first  purely 
historical  compositions  which  Raphael  painted,  and  it  is  due 
to  the  nature  of  the  subject  that  the  frescoes  are  comparable 
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with  later  work  rather  than  with  earlier,  there  being  nothing 
either  in  the  colour,  which  is  richer  and  hotter  than  that  of 
any  other  painting  of  this  room,  or  in  the  strong  simple  por- 
traiture to  mark  their  date  among  all  the  pictures  which  Raphael 
painted  until  the  end  of  his  life.  The  quiet  and  dignified  postures 
of  all  the  actors  and  the  clear  outline  and  sharpness  of  feature  in 
some  of  the  heads,  the  delicate  gradations  of  tone,  and  the  success 
in  lighting  and  relief  all  show  to  what  an  extent  Raphael  had 
made  himself  master  of  the  chief  characteristics  of  Florentine 
fresco  style.  Others  of  the  heads  in  the  fresco  of  *  Gregory,' 
notably  those  on  the  right,  carry  the  beholder  forward  into  the 
days  of  the  Tapestry  cartoons.  The  portrait  of  Julius  n.,  with 
a  beard,  as  Gregory,  dates  the  picture  with  certainty  after  June 
1511,  when,  in  pursuance  of  a  vow,  he  returned  to  Rome  from 
Bologna  with  a  beard,  and  thus  the  fresco  becomes  of  capital 
importance  as  the  first  dated  document  of  Raphael's  art  in 
portraiture.  This  does  not  in  any  way  exhaust  the  value  of 
the  fresco  as  a  work  of  art.  It  does  not  receive  its  due  considera- 
tion as  a  supreme  example  of  simple  and  dignified  heroisation  of  a 
historic  theme  without  exaggeration,  fantasy,  or  emphasis.  The 
other  picture  has  suffered  so  greatly  that  it  can  receive  less  notice, 
but,  apart  from  the  excessive  skill  of  its  utilisation  of  space,  it  is 
remarkable  for  the  suavity  of  its  line  and  the  combination  of  its 
figures.  Possibly  the  decay  of  the  colour  is  alone  responsible  for 
the  awkwardness  of  the  seated  Justinian,  but  this  same  cause 
has  emphasised  a  curious  and  characteristic  resemblance  between 
the  standing  figure  on  his  left  hand  and  the  unfinished  Madonna 
in  the  Esterhazy  picture.  This  resemblance,  which  appears  to 
have  been  overlooked,  not  only  suggests  a  date  for  the  latter 
picture,  but  shows  the  pre- occupation  with  exquisiteness  of 
posture  and  flow  of  line  which  was  present  in  Raphael's  mind 
when  such  historical  groups  were  composed. 

The  interest  of  the  subject  causes  the  lunette  to  overshadow 
the  lower  frescoes.      In   it   Raphael  returned  to  the   spirit  of 
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personification  which  had  produced  the  figures  in  the  medallions 
of  the  ceiling,  and  he  showed  *  Moderation,'  '  Prudence,'  and 
'Strength'  as  maidens  (Plate  LXXL),  the  one  with  her  tradi- 
tional attributes,  the  reins  and  bit,  the  second  with  two  faces,  the 
third  in  armour,  with  an  oak  branch,  and  all  surrounded  by  the 
meaningless  putti,  who  were  introduced  as  a  matter  of  course  into 
all  decorative  works.  The  comparison  of  the  subject  renders  the 
advance  in  freedom  of  conception  and  execution  so  noticeable, 
and  Raphael  here  attains  so  completely  all  that  he  was  merely 
struggling  for  in  the  medallions  of  the  ceiling,  that  it  becomes 
remarkable  that  he  did  not  tear  all  down  in  order  to  begin 
afresh.  If  he  had,  not  only  would  the  medallions  of  the  ceiling 
have  fallen,  but  also  the  greater  part  of  the  '  Parnassus,'  for  these 
figures  recall  many  of  the  incidents  and  gestures  of  figures  in  that 
fresco.  The  legs  of  'Prudence'  are  disposed  like  those  of  the 
Muse  to  the  left  of  Apollo  ;  her  left  arm,  and  to  some  extent  her 
head,  suggest  those  of  the  Muse  on  the  right.  '  Moderation ' 
is  a  free  version  of  the  Sappho,  and  '  Strength '  might  be  studied 
from  a  model  in  much  the  same  position  as  the  old  man  at 
the  right  foot  of  the  '  Parnassus.'  But  in  no  case  are  the  figures 
mere  repetitions;  they  are  free,  amplified  versions,  stronger  and 
more  significant  in  pose,  bolder  and  more  effective  in  their 
perspective,  and  simpler  in  the  disposition  of  their  draperies. 

The  freedom  from  all  pre-occupations  of  complicated  grouping 
and  composition  in  space  allowed  Raphael  to  direct  his  energies 
solely  to  the  execution  of  the  three  figures  and  to  their  harmoni- 
ous arrangement  in  mass  and  line.  The  result  is  one  of  the  most 
complete  examples  in  all  his  work  of  his  sense  of  rhythm  and 
motion  in  the  human  figure,  and  his  appreciation  of  the  subtle 
beauties  which  the  most  complex  of  all  living  structures  is 
capable  of  assuming.  There  are  faults  in  detail  but  they  are 
scarcely  worth  recording ;  figures  and  drapery  alike  are  treated 
with  ease  and  naturalness  and  surety  of  selection,  and  the  whole 
group  is  large  and  dignified  with  the  very  spirit  of  the  goddesses 
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whom  it  represents.  This  is  the  true  essence  of  allegory  and 
personification  and  not  the  choice  of  attributes  and  the  gesture 
of  the  central  figure,  which  are  merely  taken  over  from  tradi- 
tional art  and  rendered  insignificant  by  the  greater  importance 
of  the  general  treatment. 

VI 

Of  the  subject  pictures  which  were  completed  during  the 
period  in  which  this  chamber  was  being  painted,  there  is  nothing 
but  internal  evidence  to  tell  the  date.  The  *  Esterhazy  Madonna ' 
with  its  sudden  outburst  of  careful  decorative  elegance  and 
subtle,  somewhat  unmeaning,  arrangement  of  body  and  limbs  has 
already  been  mentioned.  Another  painting  of  the  Madonna 
with  the  two  children  seems  to  belong  both  in  conception  and 
execution  to  the  period  in  which  Raphael  was  passing  from  the 
so-called  Florentine  to  the  Roman  stage.  It  is  the  much 
damaged  *  Madonna  of  the  House  of  Alba '  now  in  St.  Petersburg 
(Plate  LXXIII.).  The  flowing  classical  dress  of  the  Madonna,  with 
its  loose  folds  upon  the  breast,  is  closely  related  to  those  of  the 
figures  in  the  lunette  of  *  Justice,'  and  is  totally  distinct  from  the 
tightly-painted  garments  of  such  pictures  as  the  *  Cardellino  '  and 
the  *  Belle  Jardiniere.'  These  features  are  anticipated  in  the 
female  figures  of  the  *  Entombment,'  more  especially  in  that  on 
the  extreme  right  Here  as  there  the  influence  under  which  the 
picture  was  painted  may  well  be  Michelangelo's,  and  a  model 
for  the  painting  of  the  classical  dress  may  be  found  in  the  '  Pieta ' 
of  the  Vatican.  Something  of  Michelangelo  also  exists  in  the 
sprawling  posture  which  is  infinitely  weaker  and  more  prominent 
than  in  the  allegorical  figures,  and  there  is  even  a  recollection  of 
his  manner  in  the  features  of  the  face.  These  are  not  unlike 
those  of '  Moderation '  in  the  fresco,  where  they  approximate  more 
closely  to  the  dark,  large-eyed  type  which  became  Raphael's 
favourite  and  his  most  characteristic  creation  during  the  Roman 
days.  In  this  early  period,  however,  as  the  frescoes  in  the 
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Camera  della  Segnatura  show,  Raphael  was  casting  about  in 
many  directions  for  varied  and  beautiful  forms  of  the  head. 
Space  is  too  limited  and  vocabulary  too  restricted  for  a  thorough 
consideration  of  his  progress  in  this  detail. 

There  are  other  pictures  of  the  Madonna  which  may,  from 
the  evidence  of  their  style,  date  from  this  or  the  immediately 
succeeding  period.  The  Madonna  in  the  National  Gallery  which 
is  called  the  'Garvagh'  or  ' Aldobrandini  Madonna'  (Plate  LXXIV.) 
is  painted  in  a  hard  and  somewhat  unluminous  manner  which  is 
paralleled  by  that  of  the  '  Vision  of  Ezekiel,'  and  these  pictures 
are  therefore  assigned  in  their  execution  away  from  Raphael  by 
the  majority  of  modern  critics,  who  would  credit  his  pupils  with 
the  invention  of  every  feature  which  they  find  anomalous  in 
Raphael  and  unpleasing  to  themselves.  As  a  matter  of  fact,  this 
technical  detail  is  not  far  removed  from  Raphael's  early  manner 
as  shown  in  the  small  Panshanger  picture,  and  it  is  not  difficult 
to  imagine  that  features  in  the  work  of  so  important  a  pre- 
decessor as  Lorenzo  di  Credi  seemed  either  to  his  patrons  or  to 
himself  worthy  of  reproduction  or  imitation.  Nor  is  it  plausible, 
in  general,  to  assume  that  his  pupils  introduced  features  which 
were  not  present  at  least  in  germ  in  the  works  of  the  master. 
But  apart  from  the  hard  colouring,  this  little  picture  deserves 
infinitely  more  admiration  than  it  now  receives  in  its  humble 
position  at  the  foot  of  the  '  Ansidei  Madonna.'  It  possesses  all 
the  concentration  of  grouping,  tenderness  of  feeling,  and  uncon- 
scious significance  of  pose  which  mark  the  '  Belle  Jardiniere  '  or 
the  '  Cardellino,'  and  it  has  the  same  simplicity  and  absence  of 
forced  or  superhuman  effect  that  belonged  to  those  early  essays 
in  the  portrayal  of  the  human  Mother  and  Child.  But  with  these 
qualities  it  joins  the  studied  appreciation  of  beauty  in  form  and 
gesture,  and  the  harmony  of  line  and  attitude  which  belonged 
to  the  *  Esterhazy  Madonna.'  In  the  combination  neither  element 
loses  in  the  least  of  its  particular  value.  Less  magnificent  than 
the  '  Sistine '  and  less  poignant  and  concentrated  than  the 
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*  Madonna  of  the  Sedia,'  this  picture  is  the  most  successful  of 
Raphael's  efforts  to  represent  the  Virgin  with  the  lightness  and 
animation  which  he  had  shown  in  the  Florentine  group.     In  its 
elements  the   infant   St.  John   carries   the   picture   back  to  the 

*  Belle  Jardiniere,'  while  the  Infant  Christ  recalls  the  infant  figure 
in   the  *  Madonna  Alba ' ;    but   the  head-dress  of  the  Madonna 
suggests  that  of  the  '  Sedia '  and  her  face  is  that  sublimation  of 
unassertive  beauty  which  belongs  to  the  late  Roman  type  of  the 

*  Sistine   Madonna '   and    the   '  Galatea.'      It  is   almost  exactly 
reproduced  in  the  altar-piece  of  the  Prado  called  the  'Madonna 
del  Pesce.'     With  these  contrary  indications  it  is  not  possible  to 
assert  a  date  with  any  certainty,  but  the  evidence  of  the  facial 
type   is  the  strongest,   and  therefore  the  picture   should   more 
properly  be  placed  at  a  later  period  than  that  of  the  Segnatura 
Stanza.     The  fact  that  the  conception  of  the  group  stands  half- 
way between  the   humble  Madonnas  of  the  early  days  and  the 
grandiose  groups  of  the  later  is  no  proof  at  all  that  the  execu- 
tion dates  from  the  middle  of  Raphael's  career,  for,  in  the  absence 
of  external  corroboration,  any  theory  of  consistent  development 
in  Raphael's  style  is  purely  imaginary. 

There  is,  however,  definite  evidence  for  placing  at  this  stage 
of  his  career  the  first  of  his  important  portraits,  that  of '  Julius  n.' 
whose  picture,  existing  in  three  rival  versions  in  the  Uffizi,  the 
Pitti,  and  the  National  Galleries  is  clearly  synchronous  with  the 
cartoon  of  '  Gregory '  in  the  Camera  della  Segnatura.  Raphael's 
earlier  portraits  are  either  too  conjectural  in  their  attribution  or 
too  much  damaged  in  their  condition  to  be  seriously  considered 
in  their  place  among  his  works.  Two  for  which  Vasari  is  testi- 
mony, those  of  Angelo  and  Maddalena  Doni  (Plate  XLVII.), 
were  discovered  early  in  the  nineteenth  century,  but  in  so  ruined 
a  state  that  no  judgment  can  be  passed  upon  the  present  restora- 
tions.1 The  portrait  of  the  lady  has  become  in  fact  so  much  a 
creation  of  the  restorer,  that  it  represents  a  woman  of  many 

1  Gruyer,  Raphael,  Peintrc  de  Portraits,  i.  103. 
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more  years  than  Maddalena  can  have  possessed  when  Raphael 
was  in  Florence.1  The  portrait  of  an  old  man  in  the  Hermitage 
(Plate  CL.)  and  the  so-called  'Donna  Gravida'  of  the  Pitti  (Plate 
XLVIII.),  have  suffered  equally,  while  they  and  the  many  other  por- 
traits attributed  to  Raphael  at  this  time  are  his  merely  by  conjec- 
ture. It  is  unfortunate  that  this  should  be  the  case,  because  nothing 
could  have  been  more  interesting  than  to  compare  Raphael's 
advance  in  the  treatment  of  the  real  living  face  with  his  progress 
in  giving  life  and  expression  to,  and  in  constructing  the  features 
and  build  of,s  the  imaginary  face  of  the  Virgin.  But  by  the 
time  that  the  last  frescoes  of  the  Segnatura  were  painted  Raphael 
had  already  evolved  so  great  a  mastery  in  the  representation  of 
the  actual  face  and  so  unhesitating  a  certainty  in  the  selection 
of  features  characteristic  of  his  sitter  that  his  simple  and  direct 
methods  can  scarcely  be  called  a  style.  The  *  Portrait  of  Julius  n.' 
(Plates  LXXVI.,  LXXVII.)  has  the  same  qualities.  There  is  nothing  to 
seize  upon  but  the  character  of  the  Pope  himself:  analysis  of  the 
picture  is  a  history  of  the  sitter.  There  is  no  jugglery  of  paint,  no 
startling  achievement  of  likeness  or  texture  by  means  obviously 
displayed  and  miraculously  successful,  such  as  attracts  in  modern 
works,  no  beauty  of  tone  in  atmosphere  and  surface  such  as 
enchants  in  Velazquez'  *  Philip,'  no  great  harmony  of  colour  as  in 
Venetian  portraits  or  in  some  of  Raphael's  own,  and  lastly  no 
special  trick  of  attractive  expression  such  as  belongs  to  Venetian 
or  Florentine  portraiture,  and  appears  at  last  to  be  drawn  over 
the  face  like  a  well-fitting  glove.  There  is  not  even  the  keen  and 
arresting  glance  of  the  fixed  eye  which  occurs  in  almost  all 
i  Raphael's  portraits,  and  forms  the  one  consistent  link  between 
the  many  early  pictures  which  go  by  his  name.  There  seems  to 
be  nothing  in  the  picture  but  the  Pope  himself ;  for  all  the  pro- 
cesses of  selection  which  went  to  build  up  both  the  reading  of  the 
character  in  the  face  and  the  pose  of  the  body  in  the  chair  have 
reached  so  perfectly  their  result  that  there  is  no  sign  left  of  the 

1  Davidssohn,  Repertorium,  xxiii.  p.  21. 
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processes  themselves.  The  old  Latin  tag  that  Ars  est  celare 
artem  is  out  of  fashion,  but  no  stronger  proof  of  Raphael's  great- 
ness can  be  found  than  that  in  these  days  when  portraiture  is 
the  most  living  branch  of  painting,  his  portraits  are  ranked 
among  the  highest,  just  as  in  other  days  some  or  other  of  his 
other  works,  early  or  late,  have  always  placed  him  among  the 
greatest.  The  same  qualities  which  exist  in  the  portraits  are 
shown  in  his  frescoes,  his  cartoons  and  in  his  easel  pictures,  and 
perhaps  the  appreciation  of  these  will  follow  naturally  upon  the 
love  of  his  portraits. 

Of  the  three  versions  of  the  portrait  which  are  best  known  that 
in  the  Uffizi  appears  to  be  the  authentic  or  the  earliest  picture. 
Harder  in  outline  and  in  surface  and  less  fluid  in  colour  than  that 
of  the  Pitti,  it  is  more  in  keeping  with  his  style  at  this  date. 
There  are  differences  in  detail  as  well  as  in  technique  between  the 
pictures,  and  a  difference  in  preservation  which  may  be  more 
telling  than  either.  There  is  a  strong  indication  in  the  method 
by  which  the  richer  and  more  transparent  colour  of  the  Pitti  por- 
trait  is  reached,  namely  that  in  certain  places,  as  in  the  eyebrows, 
it  is  washed  over  pencilling  in  greenish  paint,  that  it  is  a  rapid 
and  successful  copy  of  the  more  thorough  painting  in  the  Uffizi. 
Whether  the  replicas  are  by  Raphael's  hands  or  not  is  a  question 
which  has  never  been  settled,  and  those  who  are  unconvinced  by 
the  self-satisfied  efforts  of  the  higher  critics  to  apportion  the 
various  works  assigned  to  Raphael  among  his  various  assistants 
and  to  credit  them  with  portions  of  his  authentic  works,  are 
justified  in  pointing  to  these  three  portraits  as  proofs  of  th 
impossibility  of  arriving  at  certain  conclusions.  In  any  case  the 
nearness  which  they  here  approach  to  all  the  excellences  of  the 
master  is  alone  enough  to  demolish  any  credit  in  theories  which 
assign  all  that  the  critics  dislike  to  assistants  and  leave  the  meri 
to  the  master.1 


,.-.4 


1  I  have  not  seen  the  replica  of  the  portrait  of  Inghirami  (Plates  CLJ.,  CLII.)  which  has 
gone  recently  from  Volterra  to  a  private  collection  in  New  York.  To  judge  from  the 
reproductions  its  superiority  to  the  example  in  the  Pitti  is  doubtful. 
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VII 

In  the  Stanza  of  the  Segnatura  Raphael  had  given  proof  of  his 
power  to  fashion  and  combine  human  figures  in  dignified  allegorical 
groups.     This  was  one  branch  of  the  painter's  art  as  understood 
by  the  Italians.     There  was  with  them,  as  with  the  Greeks,  their 
masters,  another  branch.     From  the  first,  painters  had  attempted 
to  depict  scenes  and  incidents,  tragic  in  their  character,  violent  in 
their  action,  and  painful  in  their  effect.     The  less  capable  the 
painter  had  been  to  represent  the  human  body  in  its  structure  and 
action  the  more  inclined  was  he  to  exaggerate  the  posture  of  his 
characters,  and  to  emphasise  the  expression  of  their  faces.     In 
this  way  they  produced  the  tragic  effect.      Others,  more  intent 
upon  the  study  of  the  human  figure  in  its  many  attitudes,  used 
scenes  of  anguish  or  violence  for  the  sake  of  the  difficult  pro- 
blems of  movement  or  foreshortening  which  could  only  be  pre- 
sented in  this  way.     The  latest  of  the  great  pictures  of  violent 
action   and    the   most  famous   of  all    time  was  by  the  greatest 
master  of  the  figure  in  repose.     Leonardo's  cartoon  of  the  Battle 
of  Anghiari  had  marked  a  date  in  Italian  art.     Raphael  appears 
to  have  known  it  well,  and   during  his   years   in   Florence  he 
studied  the  drawing  and  the  composition  of  its  several  groups, 
and  appears  to  have  himself  put  sketches   of  similar   character 
'  on  paper  with  an  eye  perhaps  to  future  use.     But  no  work  of 
his  own  save  the  '  Entombment '  showed  any  result  of  this  study 
before  he  came  to  Rome.     Opportunity  no  doubt  was  wanting, 
but  with  his  arrival  in  Rome  he  came  upon  the  example  and 
the  fame  of  Michelangelo  which  were  alone  enough  to  compel 
his  patrons  to  demand  the  like  from  him,  and  he  met,  besides, 
[  |  with  works  of  the  classic  age  in  which  themes  of  this  type  were 
displayed. 

But  when  he  was  faced  with  the  problem  how  to  decorate  with 
p  |  scenes  of  action  the  walls  of  the   second   Stanza,  Raphael  had 
already  achieved  a  style  of  his  own.     The  wall  spaces  were  pre- 
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cisely  similar  to  those  in  the  room  just  finished,  and  in  the  first  of 
his  compositions,  the  *  Legend  of  Heliodorus '  (Plates  LXXVIII.- 
LXXX.),  Raphael  naturally  conceived  a  scheme  of  decoration  upon 
the  model  of  the  *  School  of  Athens '  which  occupied  the  same 
space  in  the  other  room.  As  the  rooms  were  nearly  square  the 
focus  of  interest  would  naturally  be  found  in  the  centre  of  each 
wall,  and  Raphael  had  learned  that  the  eye  could  best  be  led 
towards  such  a  focus  by  diminishing  groups  leading  in  a  semi- 
circle inwards,  and  by  a  vast  architectural  setting  with  its  centre 
of  line  and  light  above  the  principal  figure.  This  scheme  is 
adapted  with  slight  changes  to  the  *  Legend  of  Heliodorus.'  The 
Pope,  whose  prayers  led  to  the  destruction  of  the  infidel  and 
who  embodied  in  himself  the  glory  of  the  Papacy  which  Raphael 
was  intent  to  celebrate  in  the  fresco,  occupies  the  position  which 
Plato  and  Aristotle,  the  summit  of  Greek  intellectual  activity, 
had  occupied  in  the  'School  of  Athens.'  The  groups  in  the 
foreground  are  subsidiary  to  him  in  the  decorative  sense,  and 
their  action  on  one  side  issues  from  him,  and,  on  the  other,  in 
part  (through  the  figures  upon  the  column)  leads  up  to  his. 

From  this  point,  however,  divergences  occur.  In  the  frescoes 
in  the  first  room  the  scene  is  of  general  and  typical  action ;  the 
unity  is  consequently  distributed  throughout  the  picture  and 
depends  upon  the  simplicity  of  the  single  spirit  penetrating  every 
figure.  Here  on  the  contrary  the  scheme  is  based  upon  a  definite 
incident  in  which  a  single  moment  is  a  climax  and  a  crisis.  Yet  it 
is  not  upon  the  figure  of  the  Pope  who  occupies  the  central  posi- 
tion that  interest  centres.  His  action  may  be  supposed  to  be  of 
some  duration  and  the  essence  of  his  whole  attitude  is  external 
quiet  and  internal  tension.  Interest  passes  him  by  in  spite  of  the 
centralness  of  his  position  and  naturally  fastens  upon  the  group 
in  the  right-hand  foreground.  There  a  huge  horseman  accom- 
panied by  a  flying  angel  has  struck  down  the  intruder,  while  his 
attendants  fly  shrieking  with  the  booty  which  he  had  ordered 
them  to  collect. 
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Recognising  that  this  was  the  real  centre  of  the  picture  Raphael 
made  an  effort  to  carry  the  eye  directly  towards  it  from  the  groups 
on  the  other  side  of  the  picture.  The  women  point  frantically 
towards  the  catastrophe  forgetful,  all  but  one,  of  the  presence  of 
the  Pope.  This  is  the  sole  touch  of  promise  in  the  picture  as  a 
composition,  for  it  foretells  a  recovery  of  Raphael's  powers  of 
concentration.  But  in  this  picture  whatever  might  have  been 
gained  by  this  incident  is  destroyed  by  a  third  motive,  imposed 
no  doubt  from  without,  but  whatever  its  origin,  entirely  anni- 
hilating the  picture  as  a  scene.  In  the  very  foreground 
of  the  left-hand  corner  corresponding  to  the  position  of  Helio- 
dorus  himself  on  the  right,  Raphael  has  introduced  a  third 
centre  of  interest  in  the  portrait  group  of  Julius  n.  and  his 
bearers. 

The  result  is  a  medley,  unintelligible  without  full  consciousness 
of  the  historical  conditions  of  the  picture.  Raphael  had  achieved 
unity  in  his  pictures  in  the  other  room,  but  he  had  not  yet  learnt 
to  invent  the  proper  form  in  which  to  display  an  incident.  The 
imagination  of  the  picture  is  still  half  submerged  in  the  conven- 
tion of  the  fifteenth  century ;  its  three  main  incidents  are  as 
separate  and  scattered  as  the  incidents  in  a  picture  by  Botticelli 
or  Filippino  Lippi.  This  could  cause  no  offence  to  contem- 
poraries, who  saw  even  less  than  he  did  the  inconsistencies  in 
which  his  own  advances  had  placed  him.  They  could  admire 
whole-heartedly  the  portraits  of  Julius,  the  figure  of  the  Pope, 
the  vigorous  drawing  and  bold  foreshortening  of  the  rider, 
the  angel  and  Heliodorus,  and,  quite  separately  from  this,  the 
grandeur  of  the  architecture,  the  perspective  of  the  columns  and 
the  cunning  of  the  mixture  of  lights,  and  they  would  never 
appreciate  the  failure  to  combine  these  qualities  into  a  consistent 
whole. 

There  were  still  other  qualities  in  the  picture  which  required  a 
contemporary  mind  for  their  appreciation.  It  is  an  old  hypothesis 
that  in  this  fresco,  for  the  first  time  in  Raphael's  career,  the  work 
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of  assistants  can  be  traced  in  several  portions.1  Re-painting — the 
picture  is  in  a  sad  condition — may  be  responsible  for  much,  but 
the  heaviness  of  the  modelling,  the  violence  of  the  contrasts  of 
light  and  shadow,  and  certain  of  the  facial  types  show  such  dif- 
ferences from  other  portions  of  the  same  picture  and  the  frescoes 
in  this  and  the  preceding  room,  that  it  is  natural  to  imagine  a 
difference  in  the  hand  that  executed  them.  But  since  this  is  not 
a  work  left  unfinished  by  the  master  and  carried  out  without  his 
direction  by  his  pupils,  the  hypothesis  of  different  hands  only 
shelves  and  does  not  dispose  of  the  real  difficulty.  Undoubtedly 
pupils  may  and  must  have  worked  upon  the  fresco  with  the 
master,  for  the  labour  of  fresco-painting  necessarily  involves  the 
assistance  of  many  journeymen,  but  it  is  impossible  to  suppose 
that  they  worked  upon  some  parts  only  and  those  among  the 
principal,  and  it  is  uncritical  to  find  their  handwork  in  the  bad 
and  to  reserve  to  Raphael  all  the  good.  Since  he  was  responsible 
for  his  whole  picture  are  we  to  suppose  that  Raphael  did  not 
notice  inequalities  of  work  which  are  so  patent  to  modern  eyes  ? 
If  he  was  less  sensitive  than  we  are  to  these  faults  in  his  pupils, 
he  would  have  been  less  sensible  to  them  in  his  own  work,  far 
less  so,  indeed,  if  he  was  constituted  as  other  men.  He  would 
have  been  far  more  likely  to  excuse  imperfect  work  from  himself 
than  from  pupils  whose  work  was  to  pass  under  his  name.  Nor  is 
it  probable,  as  has  been  said  with  regard  to  other  pictures,  that 
any  exaggerations  would  have  been  made  by  pupils  which  were 
not  already  present  in  the  Master's  work,  and  such  as  occur  in 
this  fresco  are  so  much  less  marked  than  in  the  pictures  of  the 
succeeding  room,  so  little  more  evident  than  they  are  in  the 
*  Entombment,'  and,  as  regards  the  method  of  painting  the  face,  in 
the  *  Parnassus '  that  their  occurrence  here  is  by  no  means  incom- 
patible with  Raphael's  authorship. 

Another  explanation  must  therefore  be  sought  for.     It  appears 

1  Bellori  (1695)  already  found  it  necessary  to  combat  this  opinion  (Descrizione  (c 
1751)  p.  75). 
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at  once  when  the  pictures  are  looked  at  in  their  proper  historical 
perspective,  and  the  artificial  gulf  is  removed  from  between  the 
Quattrocento  and  the  Renaissance.  Contemporary  eyes  were  accus- 
tomed to  over-expression,  hard  outlines,  and  imperfect  modelling 
in  pictures  where  dramatic  scenes  were  depicted.  They  were  for 
the  painters  of  the  Quattrocento  the  natural  means  of  emphasising 
the  suggestions  of  terror  and  fear,  and  men  would  find  no  cause 
of  offence  in  their  employment  in  pictures  by  Raphael  in  which, 
like  the  general  want  of  unity,  they  are  due  to  the  imperfection 
of  the  means  as  yet  attained  to  achieve  the  result  desired,  and 
it  is  only  the  more  advanced  scheme  of  the  whole  that  renders 
the  failure  of  the  parts  a  visible  imperfection. 

In  certain  respects,  moreover,  this  fresco  marks  the  beginning 
of  a  new  art  and  shows  Raphael  in  the  character  of  a  '  primitive ' 
and  tentative  innovator.  Its  ruddy  colour,  vivid  and  diversified 
in  the  groups  to  the  left,  is  toned  to  fit  into  a  general  scheme 
of  warmth  which  is  dramatically  apposite  to  the  luridity  of  the 
tragedy  depicted.  But,  besides  the  colour,  the  actual  lighting  of 
the  picture  is  brought  into  connection  with  the  general  intention 
and  made  to  play  its  part  in  the  emotional  scheme.  There  is  no 
longer  the  broad  open  light  of  the  frescoes  in  the  Segnatura  which 
was  reminiscent  of  the  sunny  simplicity  in  the  *  Sposalizio,'  but 
the  architecture  breaks  up  the  sunlight  into  heavy  spaces  of  light 
and  shade,  artificial  light  is  made  to  appear  in  the  recesses,  and 
shadows  give  solidity  and  force  to  the  more  active  figures  on 
the  right.  No  doubt  the  effect  is  but  suggested  in  the  fresco 
and  as  yet  unrealised ;  but,  obviously  placed  there  by  intention, 
it  marks  a  stage  beyond  that  of  the  Segnatura  Chamber  towards 
a  conception  of  art  in  which,  pure,  flat,  decorative  line  having 
been  abandoned,  lighting  and  composition  in  space  are  the 
pictorial  factors  in  producing  emotional  effect. 

The  contrast  between  the  '  Expulsion  of  Heliodorus '  and  the 
'Mass  of  Bolsena'  (Plates  LXXXI.-LXXXIII.),  the  fresco  upon  the 
next  wall  of  this  room  is  so  marked  that  it  is  possible  to  imagine 
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a  deliberate  renunciation  by  Raphael  of  the  dramatic  form  of  art 
which  he  had  just  essayed.  He  has  chosen — or  was  given  to  illus-- 
trate — a  legend  of  the  Church  which  told  of  a  doubting  priest 
and  his  conversion  by  the  miraculous  appearance  of  blood  upon 
the  Host ;  and  the  moment  which  he  has  selected  for  his  illus- 
tration is  the  very  instant  of  the  miracle.  The  priest  is  in  the 
act  of  raising  the  Host,  which  even  the  spectator  can  see  to  be 
marked  with  a  cross  in  blood.  The  spirit  of  the  '  Heliodorus ' 
fresco  or  of  the  cartoons  which  were  shortly  to  follow  would 
have  marked  the  miracle  by  the  abject  recoil  of  the  priest  before 
the  Host  and  by  the  excited  consternation  of  all  the  bystanders. 
In  the  fresco  there  is  no  trace  of  this.  The  priest  is  quietly 
turning  over  the  leaves  of  the  missal  with  his  right  hand  as  he 
elevates  the  Host  with  the  left ;  his  face  is  reverent  but  impas- 
sive, neither  that  of  the  doubter  nor  of  the  doubter  confuted. 
Nor  are  the  other  figures  of  the  fresco  more  dramatically  treated. 
The  Pope  is  undisturbed  in  his  prayers ;  the  choir-boys  and 
acolytes  are  attending  to  their  ceremonial  duties  with  the  light- 
hearted  unconcern  which  is  characteristic  of  their  kind  ;  two  idlers 
are  watching  the  ceremony  and  the  attendant  priests  and  bearers 
are  taking  part  with  quiet  dignity  in  the  proceedings,  while  in 
the  foreground  women  are  playing  with  their  children,  as  they 
do  to  this  day  when  not  immediately  taking  part  in  the  service. 
Only  a  group  to  the  left,  representing  the  populace,  show  signs 
of  eagerness  and  animation,  but  their  animation  is  not  more 
marked  than  that  of  some  of  the  groups  in  the  '  Disputa,'  and  is 
so  much  more  significant  of  appeal  and  adoration  than  of  surprise 
or  consternation  that  it  might  well  be  taken  to  represent  nothing 
more  sensational  than  the  eagerness  of  a  congregation  at  the 
moment  of  the  supreme  miracle  of  their  faith. 

Indeed  the  character  of  the  picture  suggests  that  Raphael  had 

in  his  mind  far  less  the  legend  of  Bolsena  with  its  incident  of  the 

confutation  of  an  unbeliever,  than  the  representation  of  the  glory 

of  the  Church   by  means  of  its   most  central  ceremony.     The 

146 


STANZA    DELL'    ELIODORO 

fresco  therefore  becomes  separated  from  the  others  in  this  room, 
and  is  much  more  nearly  allied  to  those  of  the  Camera  della 
Segnatura  in  its  treatment.  The  simplicity  of  the  grouping  and 
the  complete  ease  of  the  poses,  the  sobriety  and  fine  portraiture 
of  the  heads,1  bring  it  into  close  connection  with  the  two  historical 
frescoes  which  were  placed  on  the  last  wall  of  that  room.  It,  too, 
is  a  combination  of  the  graver  Florentine  tradition  of  fresco- 
painting  with  no  little  of  the  Florentine  feeling  for  touches  of 
almost  naturalistic  observation.  But  the  chief  features  of  the 
fresco  are  in  its  rich  and  harmonious  colouring,  the  fluid  ease 
of  the  painting  and  the  dignified  form  and  concentration  of  its 
composition.  It  is  a  small  point  that  the  irregular  position  of 
the  window  in  the  wall  is  cleverly  masked  by  the  utilisation  of  its 
upper  line  in  the  top  step  of  the  altar,  a  problem  which  was 
shirked  in  the  decoration  of  the  corresponding  wall  in  the  preced- 
ing room.  But  it  is  of  the  essence  of  the  picture  that  the  lines 
are  strong  and  restful,  the  planes  simple,  the  groups  and  the 
architecture  conceived  in  their  true  relations,  and  the  figures 
brought  into  full  prominence  and  into  close  contact.  It  is  im- 
portant, too,  that  with  the  new  colour-scheme  a  greater  use  is 
made  of  effects  of  light  and  shade.  These  are  simple  and 
dignified,  fitting  the  manner  of  the  '  School  of  Athens,'  and  there 
is  no  attempt,  as  in  the  '  Heliodorus '  picture,  to  produce  a  power- 
ful emotional  effect  by  means  of  strong  and  mysterious  shadows. 
A  hint  of  Raphael's  growing  love  for  curious  problems  of  light  is 
given  by  the  introduction  of  the  torches  carried  by  the  acolytes. 
At  the  same  time,  though  the  dramatic  is  studiously  avoided,  the 
group  of  the  populace  shows  with  what  ease  violent  action  could 
now  be  represented,  and,  further,  the  whole  treatment  of  the  com- 
position, if  on  a  less  magnificent  scale  than  that  of  the  pictures  in 
the  earlier  room,  bears  witness  to  an  increasing  power  in  Raphael 
of  conceiving  a  single  incident.  The  '  Heliodorus '  had  drama, 

1  A  head  very  similar  to  these  in  treatment  has  been  discovered  by  Mr.  Claude  Phillips 
at  Coombe  Abbey  (Art  Journal,  Feb.  1903). 
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but  failed  in  concentration.  In  this  fresco  there  is  all  the  con- 
centration of  the  other  frescoes  devoted  to  a  more  restricted 
group.  Only  drama  is  wanting. 

The  chief  effort  in  the  decoration  of  this  room  was  probably 
reserved  for  the  third  picture,  the  '  Repulse  of  Attila '  (Plates 
LXXXIV.,  LXXXV.).  In  it  not  only  was  the  divine  favour  of  the 
Church  to  be  represented  by  the  overthrow  of  a  barbarian,  as  in 
the  '  Heliodorus,'  and  a  single  pictorial  incident  to  be  dramati- 
cally treated,  but  a  whole  scene  was  to  have  been  shown  of  a 
mighty  army  descending  upon  Rome  through  regions  which  it  had 
devastated,  and  brought  to  a  sudden  stand  still  by  the  appearance 
of  a  mightier  force.  It  was  a  subject  which  older  painters  might 
have  treated  in  their  dry  way,  suggesting  the  number  of  the 
invaders  by  a  multitude  of  evenly  painted  figures,  and  placing 
somewhere  in  the  centre  or  at  the  sides  the  central  incident  of 
Attila's  overthrow.  But  Leonardo  in  his  cartoon  at  Florence  had 
shown  that  a  battle  could  be  treated  in  another  way.  Raphael 
seems  to  have  determined  to  surpass  him  in  his  attempt  to  depict 
the  scene  with  all  the  grandeur  of  figure,  and  breadth  of  space  and 
atmosphere  which  a  more  critical  taste  demanded  in  order  that 
emotion  might  be  aroused.  To  attain  this  end  the  formal  treatment 
which  had  failed  in  the  '  Heliodorus '  was  discarded.  Attila  was 
brought  into  the  centre  and  well  into  the  front.  A  few  figures  in 
the  foreground  advanced  diagonally  towards  him,  setting  him  into 
his  proper  position  in  the  space.  To  the  right  the  massed  troops 
were  placed  in  apparent  confusion.  They  disappeared  into  the 
distance  behind  the  hills  with  the  same  effect  of  space  as  was  used 
in  the  *  Disputa.'  To  the  left  a  few  scattered  figures  broke  up  the 
line  of  Attila's  advance,  again  suggesting  confusion  and  carrying 
the  eye  partly  to  him  and  partly  to  the  two  figures  of  the  flying 
apostles  who  were,  with  Attila,  the  centre  of  the  picture.  In  the 
middle  distance,  set  in  a  calm  landscape  and  below  a  clear  sky, 
the  Pope  knelt  with  his  following  in  prayer,  a  counterfoil  in  his 
own  character  and  that  of  his  surroundings  to  the  barbarian 
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hordes,  the  mountains,  the  tempest  and  the  fires  upon  the  other 
side. 

This  is  the  conception  of  the  picture.  Unfortunately  it  is  only 
embodied  now  in  the  copy  of  a  drawing  by  Raphael  preserved 
in  the  Louvre.1  In  the  picture  itself  two  evil  influences  have  found 
their  way  to  render  the  original  conception  all  but  invisible.  Time, 
or  the  imperfect  methods  of  fresco,  have  dulled  the  colour  and 
destroyed  the  aerial  perspective,  until,  in  the  general  flatness  of 
greens  and  greys  and  yellows,  nothing  meets  the  eye  but  the 
heavy  figures  of  horsemen  in  the  foreground  and  the  unbalanced 
weight  of  the  attendant  figures.  The  army  of  Attila  has  all  but 
disappeared,  the  effect  of  the  crowd  is  lost,  the  fire  and  the 
tempest  are  merged  in  one  general  confusion.  Even  more  harm 
is  wrought  by  the  intrusion  of  the  Pope  into  the  foreground.  No 
doubt  Leo,  who  ascended  the  pontifical  throne  while  this  picture 
was  being  painted,  was  justified  in  demanding  the  same  pro- 
minence in  this  fresco  as  had  been  accorded  to  Julius  in  the 
'  Heliodorus ' ;  but  his  intrusion  was  even  more  fatal  in  its  conse- 
quences. Julius  was  content  with  claiming  a  large  space  for  him- 
self as  a  spectator  of  the  scene  ;  he  left  the  figure  of  the  older  Pope 
in  its  original  position.  Leo  insisted  not  only  upon  personating  his 
namesake  but  also  on  the  mutilation  of  the  whole  design,  in  order 
that  he  might  have  the  chief  place  in  the  person  of  his  predecessor. 
Dignified  and  well  painted  as  are  his  figure  and  those  of  his 
retinue,  they  annihilate,  with  the  overweighted  solidity  of  their 
own  persons  and  of  their  horses,  the  whole  balance  of  the  composi- 
tion, and  by  repeating  the  motive  they  render  otiose  and  super- 
erogatory the  two  flying  Apostles  who  were  originally  the  key- 
stone of  the  whole  structure  and  of  whose  existence  they  seem 
themselves  to  be  entirely  unaware. 

The  attempt  to  represent  a  dramatic  incident  upon  a  great 
scale  failed.  Upon  the  last  wall  with  its  more  limited  space 
Raphael  now  depicted  an  incident  with  fewer  figures  but  with 

1  Fischel,  176. 
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more  concentrated  drama.  He  was  helped  by  his  subject  and 
possibly  by  the  example  of  the  paintings  already  on  the  wall.  The 
desire  to  make  an  allusion  to  the  release  of  Leo  in.  from  captivity 
by  the  French  is  supposed  to  have  caused  him  to  substitute  the 
'Release  of  St.  Peter'  (Plates  LXXXVI.-LXXXIX.)  for  a  'Vision  of 
St.  John  the  Evangelist,'  which  he  may  have  originally  planned  for 
this  position.  A  resemblance  between  the  central  group  and  the 
*  Vision  of  Constantine,'  by  Piero  dea  Francesca,  at  Arezzo,  has  been 
thought  to  indicate  that  this  painter, — who  is  said  by  Vasari  to 
have  painted  in  this  room, — had  already  decorated  the  walls  with 
a  similar  subject  and  influenced  Raphael  first  in  his  *  Vision,'  and 
finally  in  the  '  Release.'  It  is  more  certain  that  the  figures  on  the 
right  side  are  suggested  by  Filippino's  painting  of  the  same  sub- 
ject in  the  Brancacci  chapel  at  Florence,  while  figures  from  many 
paintings  of  the  Resurrection  supplied  prototypes  for  the  sleeping 
guards. 

Its  central  idea,  the  depiction  of  three  scenes  from  the  same 
incident,  is  arranged  in  accordance  with  the  new  precepts  of 
decoration  formulated  by  Leonardo  in  his  notebooks.  Italian 
taste  until  the  very  end  of  the  fifteenth  century  accepted,  without 
question,  the  custom  of  dividing  walls  into  several  spaces,  either 
horizontal  or  perpendicular,  and  filling  them  with  totally  discon- 
nected scenes.  As  long  as  these  scenes  were  merely  flat  decora- 
tive representations  the  division  caused  no  offence.  But  when  it 
was  discovered  that  a  flat  space  could  be  so  treated  as  to  have  an 
atmosphere  of  its  own,  a  separate  space  and  a  distinct  illusion,  the 
contradiction  and  the  unrest  caused  by  placing  several  such  dis- 
tinct spaces  in  close  juxtaposition  became  apparent.  The  maxim 
that  one  undivided  wall-space  should  contain  one  scene  became 
axiomatic.  But  the  discovery  was  not  immediately  followed  by  a 
recognition  that  each  scene  should  be  historically  and  logically  an 
unit.  The  requirements  of  the  narrative  historical  style  could  not 
have  been  satisfied  by  such  purity.  Hence,  by  a  compromise,  the 
only  unity  demanded  was  the  visual  unity  which  required  that, 
150 


STANZA    DELL'    ELIODORO 

whatever  contradictions  of  time  and  place  the  mind  might  discover 
in  the  picture,  the  eye  should  remain  content  that  the  scene  before 
it  was  homogeneous  and  possible. 

Raphael  had  followed  this  axiom  both  in  the  *  Expulsion  of 
Heliodorus '  and  in  the  '  Repulse  of  Attila,'  as  originally  sketched. 
But  in  these  pictures  it  was  possible  for  all  the  incidents  to  coexist 
at  the  one  moment.  In  the  'Release  of  Peter'  this  was  not 
possible.  The  waking  and  astonished  soldiers  to  the  left  might  be 
looking  upon  the  miracle  of  the  centre,  but  the  escape  of  the 
Apostle  over  their  recumbent  bodies  could  not  be  synchronous 
with  either  of  the  other  scenes.  It  remained  possible  to  combine 
the  incidents  in  such  a  way  that  their  continuity  should  not  come 
upon  the  spectator  as  a  shock,  and,  aided  partly  by  the  irregular 
configuration  of  the  wall-space,  Raphael  so  contrived  the  lighting 
of  the  various  groups  and  the  architectural  setting  of  the  scene 
that  the  spectator  naturally  accepts  the  pictures  as  a  series  when 
his  attention  is  called  to  it,  and  as  naturally  as  a  single  incident 
when  he  is  merely  observing  the  disposition  of  the  figures. 

Dealing  with  a  smaller  quantity  of  figures,  Raphael,  in  this 
picture,  succeeded  in  attaining  a  success  of  which  he  had  fallen 
short  in  the  other  paintings  in  the  hall.  Mere  decorative  com- 
position is  cast  aside,  or,  rather,  is  so  hidden  that  the  figures  while 
performing  their  own  actions  seem  to  fall  naturally  into  the 
required  positions  upon  the  walls.  The  few  figures  are  carefully 
chosen  for  the  expressiveness  of  their  attitudes,  and  the  skill  and 
selection  in  their  postures  is  no  less  complete  and  far  less  emphasised 
than  in  any  of  the  pictures  in  the  Stanza  della  Segnatura.  The 
figures  are  enlarged  until  they  fill  the  whole  decorative  space, — a 
lesson  gradually  learnt  in  the  course  of  the  decoration  of  this  room, 
and  one  of  the  principal  features  which  marks  the  abandonment 
of  Perugino's  traditions  for  Michelangelo's, — and  the  drama  of  their 
action  is  closely  bound  up  with  their  composition.  But  besides 
these  marks  of  progress  the  picture  shows  others,  and  of  greater 
importance.  Just  as  the  'Attila'  was  a  strenuous  attempt  to 
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realise  the  whole  outward  appearance  of  the  scene  portrayed,  this 
is  an  effort,  almost  realistic  in  its  character,  to  reproduce  the 
whole  visual  accompaniment  of  the  actual  scene.  It  was  not 
enough  for  Raphael  to  suggest  the  darkness  of  the  night  by  a 
black  sky  or  a  circular  disk  representing  the  moon,  as  though  he 
had  written  '  This  is  Night '  in  large  characters  upon  the  wall.  He 
required  to  give  the  whole  effect  of  night  upon  the  figures,  the 
mystery  of  the  obscurity,  the  uncertainty  of  the  artificial  light  and 
the  wonder  of  the  supernatural  radiance.  Close  study,  after  the 
manner  of  Leonardo,  in  a  field  which  had  attracted  his  attention 
since  the  early  days  when  he  surrounded  St.  Michael  with  the 
flames  of  a  Gothic  Hell,  enabled  him  to  portray  the  night  with  its 
changing  effects,  to  follow  the  light  of  moon  and  torches  upon 
armour,  and  that  of  a  blaze,  as  of  a  fire,  upon  dungeon  walls  and 
bars.  With  these  he  decked  the  old  subject,  adding  to  the 
eternal  wonder  of  the  incidents  which  he  depicted  the  actual 
emotional  thrill  which  a  realisation  of  all  its  circumstances  would 
necessarily  convey. 

Nor  is  the  picture  in  any  way  a  mere  work  of  naturalistic 
tendency.  As  such  it  is,  even  more  than  the  '  Heliodorus,'  the 
beginning  of  a  new  art  which  led  through  the  '  Neri '  of  later  Italy 
to  Honthorst  and  to  Rembrandt.  But  it  is  also  the  culmination  of 
an  earlier  period  during  the  whole  of  which  men  had  striven  inch 
by  inch  to  represent  the  actions  of  heroes  with  fitting  simplicity, 
and  with  the  grandeur  which  imagination  demands  in  the  figures 
of  its  creation.  There  are  feeblenesses,  no  doubt,  in  the  fresco,  but 
upon  the  whole,  each  figure  stands  out  as  a  man  fit  to  be  taken  as 
model  of  his  race  for  dignity,  solidity,  and  force.  Nothing  but  th< 
most  thorough  knowledge  of  the  human  form  could  attain  this 
end,  a  knowledge  which  rendered  the  imagination  of  the  figui 
and  the  gesture  easy,  and  mastered  the  actual  model  until  both 
it  stood  itself  in  the  attitude  which  was  needed,  and  the  paintei 
could  take  from  it  exactly  what  he  required,  leaving  the  rest 
untouched.  Earlier  men  had  glimmerings  of  the  truth,  but,  faced 
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with  the  actual,  their  eyes  faltered,  and  they  were  bound,  through 
incapacity  to  seize  what  they  required,  to  reproduce  anything  or 
everything  which  struck  them  in  what  they  saw.  In  such  frescoes 
as  this  Raphael  is  enabled  to  discard  all  the  petty  reproductions  of 
natural  actions,  the  yawnings  and  the  stretchings,  which  earlier  art 
had  needed  in  order  to  express  their  intention,  because  he  had  so 
seized  the  general  character  of  his  action  that  he  could  convince  of 
its  whole  truth  without  dwelling  upon  and  underlining  its  acci- 
dental features. 

With  the  increase  in  power  of  selection  there  came  a  growth 
in  the  grandeur  and  nobility  of  the  imagination.  It  is  already  a 
step  to  have  disregarded  the  reproduction  of  irrelevant  and  merely 
realistic  or  amusing  detail,  and  to  have  reached  a  stage  at  which 
reality  of  effect  is  produced,  not  by  the  insertion  of  mere  detail, 
but  by  the  general  knowledge  and  accuracy  of  the  delineation  of 
the  human  figure  and  its  position  among  its  surroundings.  But 
it  is  a  more  important  achievement  to  have  replaced  the  prettiness, 
choiceness,  and  piquancy  of  early  efforts  by  a  magnified  conception 
of  the  human  race.  The  earlier  performances  at  Florence,  where 
they  were  not  distinct  steps  towards  the  achievement  of  Raphael, 
were  playful  and  light-hearted  representations.  Compared  with 
Raphael's  Peter  and  the  Angel,  those  of  Filippino  in  the  Bran- 
cacci  chapel  are  exquisite  vignettes.  Elsewhere  in  Italy  the  seed 
sown  by  the  more  serious  artists  of  Florence  fell  on  more  favour- 
able soil,  and  Padua,  with  Mantegna,  arrived  at  a  conception  of 
human  dignity  which  Raphael  could  not  surpass.  Here,  besides 
the  Florentine,  the  influence  of  classical  antiquity  was  powerful, 
and  at  Rome  again  the  Greek  world  revealed  itself.  To  Paduan 
dignity  a  classical  fulness  and  solidity  were  added,  and,  having 
both  of  these,  Raphael  brought  the  work  further  by  his  appre- 
ciation of  the  pure  painter's  qualities  in  nature, — light,  colour, 
atmosphere  and  space. 
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Grandeur  and  vigour  in  the  human  form  are  still  more  notably 
the  whole  intention  of  the  four  panels  on  the  ceiling  of  this  room 
which  represent  four  scenes  from  the  Old  Testament  (Plate  xc.). 
In  three  of  them  the  key-note  is  the  grandiose  flying  figure  of 
*  God  the  Father '  which  recalls  the  figures  of  the  *  Creation '  in 
Michelangelo's  roof  of  the  Sistine.  So  great,  in  fact,  is  the  debt 
owed  to  that  example,  extending  even  to  the  reproduction  of  one 
of  the  faults  of  that  ceiling — the  coincidence  in  the  same  decora- 
tive position  of  figures  of  different  scale,  that  the  four  decorations 
may  almost  be  summed  up  by  the  comparison.  Clearly  Raphael 
was  swept  off  his  feet  by  the  revelation  of  Michelangelo's  con- 
ceptions, and  found  for  the  moment  no  forms  in  which  he  could 
express  his  own  ideas  but  those  which  had  been  perfected  by  his 
contemporary.  But,  even  so,  there  is  no  startling  gulf  between 
Raphael's  work  here  and  that  which  had  preceded  it.  The 
growing  weight  and  majesty  of  his  figures  had  marked  the  Stanza 
of  the  Segnatura,  and  even  the  decorative  realism  in  the  scheme 
of  the  ceiling,  the  effort  to  fit  the  paintings  to  their  architectural 
position  by  representing  them  as  tapestries  stretched  on  nails 
across  the  roof,  is  paralleled  by  the  cunning  realism  of  the  fourth 
wall  of  the  *  Segnatura.'1 

For  the  *  Isaiah '  (Plate  xci.)  upon  a  pillar  of  Sant'  Agostino 
which  appears  to  belong  to  this  same  moment  of  Michel- 
angelesque  obsession,  and  is  cited  by  Vasari  as  a  proof  that 
Raphael  surreptitiously  entered  the  Sistine  Chapel,  there  is  no 
insignificant  a  forerunner  in  the  Diogenes  of  the  *  School  of 
Athens.'  Almost  as  much  as  the  'Isaiah,'  this  figure  shows  the 
closest  resemblance  both  in  its  general  bearing  and  in  detail  of 

1  The  allegorical  scenes  and  ornaments  in  the  ribbing  between  the  tapestries  are  tradition- 
ally ascribed  to  Baldassare  Peruzzi.  To  him  also  Dr.  Dollmayer  attributes  the  four  principal 
panels.  (Raffaek  Werkstiitte.  Jahrb.  .  .  .  allerhochsten  Kaiserhauses,  xvi.  1895,  p.  244.)  I 
regret  that  the  scope  of  this  work  does  not  allow  me  to  refer  fully  to  this  the  most  consider- 
able effort  of  modern  criticism  concerning  the  later  work  of  Raphael  and  his  school. 
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its  action  to  the  '  Jeremiah '  of  Michelangelo,  and  yet,  in  its  own 
place  upon  the  wall,  it  shows  no  discrepancy  with  the  other 
figures.  There  is  nothing  dramatic  or  sudden  in  this  acceptance 
of  Michelangelo's  forms,  nor  is  there  any  attempt  to  hide  the 
resemblance.  Where  the  subject  called  for  treatment  in  the 
manner  of  Michelangelo,  Raphael  naturally  followed  his  example. 
Had  any  man  pointed  in  adverse  criticism  to  the  resemblance, 
his  answer,  which  applies  to  the  generality  of  modern  art  his- 
torians, would  have  been  in  the  words  of  Brahms  to  the  man 
who  charged  him  with  using  a  theme  of  Beethoven's — '  Any  fool 
can  see  that.' 

But  when  the  subject  came  to  Raphael  in  a  light  other  than 
Michelangelo's,  he  could  show  that  he  had  not  only  experienced 
an  influence,  but  had  also  thoroughly  mastered  a  style.  In  the 
'  Sibyls'  of  Sta.  Maria  della  Pace  (Plates  xcn.-xciv.),  which  may 
be  placed  at  about  this  date  (it  is  noticeable  that  the  flying  seraphs 
are  closely  akin  to  the  angel  holding  back  the  hand  of  Abraham), 
the  influence  of  Michelangelo  shows  itself  merely  as  a  similar 
form  of  language  used  to  express  quite  other  thoughts.  These 
figures  of  women,  familiar  now  to  Raphael  through  the  ceiling  of 
the  Segnatura  and  the  lunette  of  *  Justice,'  were  to  him,  as  to 
his  predecessors,  musical  instruments  through  which  every  idea 
could  be  conveyed.  They  had  no  definite  individuality  like  the 
'  Prophets '  with  whom  they  were  combined,  but,  abstractions  of 
the  Virtues,  personifications  of  the  Arts,  they  were  creatures  of 
no  real  existence,  vague  ideals  of  form  and  action.  To  earlier 
Florentines  they  were  creations  of  curious  elegance  and  subtle 
charm,  to  Perugino  more  solid  and  more  sweet,  to  Michelangelo 
emblems  of  strength  and  thought.  Raphael  combines  something 
of  each  stage,  in  no  way  defining  their  personality  more  closely, 
or  approaching  nearer  to  a  realisation  of  their  character  as  sibyls, 
but  leaving  them  as  inarticulate  imaginations  with  dignity  and 
grace  and  force  of  attitude,  and  vague  large  movements  of 
inspiration. 
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These  figures  are  a  natural  development  from  those  in  the 
fresco  of  *  Justice.'  Here,  too,  the  freedom  from  any  dramatic 
or  narrative  requirements  enables  the  figures  to  produce  an 
unimpeded  effect  of  emotion,  while  the  almost  complete  absence 
of  spatial  character  has  caused  injury  and  restoration  to  detract 
little  from  the  immediate  impression.  Consequently  this  fresco 
remains  for  us,  as  for  Vasari,  one  of  the  greatest  monuments  of 
Raphael's  power,  and  the  best  of  his  secular  pictures  to  act  as  an 
introduction  to  some  of  the  dominant  tendencies  of  his  genius. 
The  figures  show  in  its  clearest  form  the  real  value  of  his  decora- 
tive gift  and  of  his  power  to  use  decorative  line  as  an  expression  of 
emotional  meaning.  The  fresco  is  not  a  whirl  of  bewildered  and 
contrary  movement,  but  an  ordered  advance,  sweeping  the  eye 
along  from  point  to  point,  and,  while  delighting  it  with  simplicity 
in  the  complexity,  with  large  curves  and  balanced  spaces,  call- 
ing up  in  the  mind  suggestions  of  grandeur  and  of  freedom,  of 
superhuman  force  and  ease.  Into  this  scheme  the  figures  fit  with 
such  completeness  that  it  and  they  are  clearly  part  of  the  one 
mental  conception.  Form  and  content  together  spring  from  one 
emotional  idea.  Not  only  are  the  figures  themselves  charged 
with  all  the  qualities  which  the  painter  has  chosen  for  per- 
sonification, but  they  move  naturally  into  their  places  in  the 
pictorial  field  with  no  more  suggestion  of  attitudinising  or  self- 
consciousness  than  has  the  most  simple  of  his  Florentine  Madon- 
nas. Heads,  limbs,  and  bodies  follow  in  one  movement ;  whatever 
the  figures  are  doing,  they  do  entirely.  Consequently  their 
actions  are  embodied  thoughts,  and  as  they  fit  into  the  general 
united  action  of  the  whole  group  their  movements  and  their 
rhythm  suggest  some  ritual  dance  in  which  people  of  strong 
emotions  express,  without  consciousness  and  without  analysis, 
the  thoughts  and  the  mood  of  some  great  moment.  Older  art 
had  produced  the  same  effect  with  its  selection  of  pose  and 
attitude  which  seldom  corresponded  to  any  historical  aspect  of 
the  scene  portrayed,  but  it  required  the  knowledge  and  the 
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freedom  of  Michelangelo  and  Raphael  to  typify  and  represent  by 
means  of  the  human  figure  the  largeness  arid  the  grandeur  of  a 
superhuman  world.  If  these  qualities  are  seized  and  understood 
in  the  more  or  less  abstract  form  presented  by  the  statuesque 
and  isolated  figures  of  the  '  Sibyls,'  it  will  be  found  that  they  are 
the  secret  key  which  leads  to  the  understanding  of  such  larger 
scenes  as  those  of  the  *  Disputa '  or  the  '  School  of  Athens.' 


IX 

Of  the  *  Galatea '  fresco  in  the  Farnesina?  which  dates  from 
about  this  time,  and  shows  how  Raphael  could  throw  himself  from 
the  grandiose  and  Michelangelesque  to  the  purest  expression  of 
his  own  exquisite  sense  of  grace  and  charm,  more  will  be  said. 
Similarly,  to  avoid  repetition,  the  portraits  and  pictures  of  the 
Madonna  dating  from  this  time  must  be  considered  later.  The 
rough  framework  of  the  history  of  Raphael's  development  can  only 
be  completed  by  proceeding  to  the  decorations  in  the  room  on  the 
far  side  of  the  Stanza  della  Segnatura  from  the  chamber  of  Helio- 
dorus  which  were  begun  shortly  after  the  frescoes  of  that  room. 
Unfortunately,  these  frescoes  have  suffered  even  more  from  the 
effects  of  time  and  restoration  than  those  of  the  other  rooms, 
and,  as  they  owed  probably  more  tb  the  hands  of  Raphael's 
assistants,  they  are  now  in  so  hopeless  a  condition  that  they 
scarcely  deserve  more  analysis  than  is  habitually  given  to  them. 
Such  admiration  as  they  now  receive  is  given  solely  to  the  fresco 
upon  the  wall  opposite  the  window,  on  which  is  painted  the  legend 
of  a  miraculous  cessation  of  a  fire  at  Rome  in  answer  to  the 
prayers  of  Pope  Leo  iv.  (Plates  xcv.-xcvu.).  The  figures  of  the 
refugees  from  the  flames,  the  suppliants  to  the  Pope,  and  men 
eagerly  employed  in  staying  the  conflagration  occupy  the  whole 
of  the  foreground,  while  the  Pope  himself  with  a  few  scattered 
figures  is  placed  in  the  distance,  as  he  was  in  the  '  Repulse  of 
Attila '  until  Leo  demanded  greater  prominence  for  himself.  The 
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picture  is  the  immediate  sequel  of  that  fresco  and  the  '  School  of 
Athens,'  as  an  effort  to  reproduce  at  once  the  whole  outward 
character  of  an  historical  scene  with  studied  heroisation  of  the 
figures.  The  pet  theme  of  flames  and  artificial  light,  the  contrast 
of  daylight  and  shadow,  and  the  careful  gradation  of  perspective 
and  stature  in  order  to  give  the  illusion  of  a  real  space,  recur 
in  this  picture.  So  too  the  imperfections  of  the  method  occur, 
for  while  the  groups  are  singly  no  less  dramatic,  the  tendency 
begun  in  the  '  Liberation  of  Peter,'  to  concentrate  the  interest 
entirely  in  the  figures  of  the  foreground  is  not  continued,  and 
therefore  in  the  attempt  to  comprehend  the  whole  scene  some- 
thing of  unity  is  lost.  No  doubt  this  is  partly  due  to  the  effect 
of  the  whole  picture  being  intentionally  one  of  discord  and  not 
of  harmony,  but  it  is  also  due  to  the  greater  emphasis  which  is 
thrown  upon  each  single  figure,  and  to  a  want  of  combination  in 
a  single  direction.  There  is  an  air  of  improvisation  and  of  hasty 
construction  in  the  whole  fresco ;  figures  are  interesting  in  them- 
selves and  clearly  have  part  in  the  general  action,  but  they  are 
added  to  each  other  and  do  not  spring  naturally  as  from  a  single 
and  vivid  conception.  The  woman  with  hand  outstretched  above 
her  two  children  is  a  clear  illustration  of  this  carelessness  and 
want  of  unity.  The  group  might  have  served  for  a  representation 
of  the  *  Expulsion  from  Paradise,'  and  no  doubt  had  done  so. 
Consequently,  the  picture  fails  to  produce  a  single  impression, 
and  the  attention  of  the  beholder  wanders  from  group  to  group 
as  though  he  were  before  a  picture  of  an  earlier  age.  The  figures 
of  the  foreground  are  in  strong  contrast  to  the  small  figures  in 
the  back,  which  move  easily  and  gracefully  and  are  painted  with 
flowing  and  transparent  colour.  They  are  over-heavy  and  im- 
mobile, their  limbs  are  stiff  and  their  poses  too  statuesque. 
Probably  in  this  the  hands  of  pupils  are  to  be  observed,  imper- 
fectly reproducing  the  conception  of  the  master's  mind,  but 
through  the  imperfections  the  conception  remains  apparent,  and 
shows  Raphael  to  be  now  definitely  embodying  his  notion  of 
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the  human  body  in  the  forms  of  classical  antiquity  and  Michel- 
angelo. In  isolated  incidents,  in  the  water-carrier,  for  instance,  or 
the  man  upon  the  steps,  the  woman  pointing  out  the  Pope  to  her 
child,  and,  above  all,  in  the  group  of  the  man  carrying  his  father, 
even  the  restoration  and  the  execution  of  an  assistant  have  not  de- 
stroyed the  vigorous  and  dignified  conception  of  humanity  at  its 
noblest.  A  circumstance  attending  the  invention  of  the  last-named 
group  serves  better  than  much  analysis  to  illustrate  the  ideas 
which  underlie  this  picture.  It  has  for  generations  been  identified 
with  Virgil's  description  of  Aeneas  carrying  Anchises  and  leading 
Ascanius  from  Troy.  Thereby  the  classic  allusion  of  its  form  has 
been  made  manifest.  But  it  has  not  been  noted  that  it  is  also  a 
picture  of  an  incident  in  the  history  of  Raphael's  own  family, 
when  his  grandfather,  Peruzzolo,  brought  his  father,  old  Sante, 
and  his  young  son  Giovanni  from  the  ravaged  village  of  Col- 
bordolo.  Thus  a  suggestion  from  actual  life  became  identified 
with  classic  story,  and  the  group  shows  with  what  reality  for 
Raphael  the  forms  of  an  ideal  past  fitted  with  the  ideas  of 
the  present. 

This  room  contains  another  scene  of  violent  action.  The 
*  Battle  of  Ostia '  (Plate  xcviu.),  originally  perhaps  painted  in 
some  such  fluid  and  oily  medium  as  men  were  then  attempting 
to  use  in  the  place  of  old  methods,  has  now  become  a  medley  of 
indistinguishable  restorations,  until  even  the  limbs  of  the  warriors 
are  indefinite  and  structureless.  The  other  two  frescoes  are 
scarcely  more  visible.  They  are  also  historical  scenes  chosen 
with  allusion  to  the  reigning  Pope,  and  no  doubt  at  the  time 
their  interest  was  largely  that  of  portrait  groups.  Now  they  are 
of  interest  purely  from  a  historical  point  of  view,  for  they  show 
better  than  any  other  pictures  of  the  time  the  effort  to  present 
such  groups  of  figures  with  attention  to  realistic  effect.  They 
should  be  compared  with  the  dry  unatmospheric  rendering  of 
a  similar  subject  which  Pinturicchio  had,  but  five  years  or  so 
before,  painted  on  the  walls  of  the  Library  at  Siena.  The 
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comparison  will  show  both  how  it  was  that  Raphael  could  accept 
such  subjects  as  a  possible  form  of  art  and,  also,  what  efforts  he 
made  to  give  the  subject  interest  by  reproducing  the  whole 
external  character  of  the  living  scene,  giving  it  light  and  move- 
ment, space  and  colour,  and  the  new-found  classic  dignity  of 
the  human  form.  One  detail  in  the  *  Coronation  of  Charlemagne  * 
(Plate  xcix.)  is  especially  notable.  The  rows  of  almost  uniform 
figures  which  occur  in  that  fresco  would  be  quite  unintelligible 
as  a  feature  in  a  work  of  art  if  it  were  not  for  the  example  of 
Roman  bas-reliefs  in  which  they  are  of  regular  occurrence.  It 
is  natural  enough  to  find  Raphael  using  incidents  from  classical 
remains  in  such  pictures  of  antique  life  as  the  *  Battle  of  Ostia,'  or 
the  great  fresco  of  the  *  Battle  of  Constantine  against  Maxentius  ' 
in  the  last  of  the  Stanze,  but  this  use  of  a  Roman  convention  in  a 
reproduction  of  a  quiet  and  ceremonial  scene  shows  how  completely 
he  was  at  the  moment  under  the  spell  of  classical  art. 


Excessive  fidelity  to  classical  models  in  these  frescoes  is  but 
such  a  mark  of  momentary  inability  to  assimilate  completely  an 
admired  example  as  Raphael  had  shown  before  in  his  imitations 
of  Perugino,  Fra  Bartolommeo  or  Michelangelo.  In  the  cartoons 
for  the  tapestries  of  the  '  History  of  the  Apostles '  which  Raphael 
executed  for  the  Sistine  Chapel  at  the  same  time  as  he  decorated 
the  Sala  del  Borgo,  classical  reminiscences  occur,  but  they  are 
caught  up  and  assimilated  in  the  general  style  as  completely  as 
any  of  the  other  threads  which  criticism,  with  a  free  command 
of  space,  can  trace  in  these  works.  These  tapestries  show  the 
successful  attainment  of  all  that  Raphael  had  been  striving  after 
in  the  heroic  and  historic  decorations  of  the  Vatican  chamber. 
Unfortunately,  bad  as  is  the  preservation  of  those  frescoes,  that 
of  the  cartoons  for  the  tapestries,  the  form  in  which  they  are 
best  known  to  England,  is  still  worse.  To  begin  with,  the 
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cartoons  (Plates  ci.-cxv.),  show  the  decorations  reversed,  and  since 
the  whole  effect  of  the  composition  is  based,  after  Raphael's 
manner,  upon  the  position  of  the  picture  in  the  room,  they 
fail,  especially  in  reproduction,  to  give  the  same  impression  as 
do  the  tapestries,  or  as  would  the  original  drawings  which  would 
be  enlarged  for  the  cartoons  by  means  of  reversed  proofs.  An 
example  of  the  damage  which  is  done  by  reversal  occurs  in  the 
'  Sacrifice  at  Lystra,'  where  the  outstretched  arm  of  the  slayer 
is  monstrous  and  overwhelming  in  the  cartoon,  whereas  in  the 
tapestry  its  line  is  no  longer  diagonal  and  it  occupies  a  natural 
position.  This  fault  might  be  removed  from  the  cartoons  had 
they  been  placed  in  precisely  the  reverse  of  their  original  position, 
but  their  haphazard  arrangement  at  South  Kensington  causes  the 
spectator  to  approach  them  from  a  wrong  angle,  and  therefore 
distorts  all  the  curves  and  angles  in  which  the  whole  compositions 
are  thought  out.  Even  greater  difficulties  in  appreciating  the 
designs  occur  through  the  ruined  condition  of  the  cartoons. 
Found  in  pieces  and  placed  together  under  Rubens 's  direction  for 
Charles  I.,  they  have  evidently  lost  the  greater  part  of  their 
original  colouring,  while  the  method  in  which  they  were  painted 
makes  it  impossible  to  distinguish  with  any  certainty  the  old  from 
the  new.  One  indication  should  alone  suffice  to  show  how  com- 
pletely the  original  colour  has  been  disturbed.  As  it  stands  at 
present,  the  robe  of  Christ  in  the  '  Miracle  of  the  Fishes '  (Plate 
cvn.)  is  white  with  brown  shadows.  Yet  its  reflection  in  the  water 
below  is  pink.  Obviously  it  was  originally  of  a  reddish  colour  as  it 
is  in  the  tapestry  at  the  Vatican.  Or  again,  the  orange-red  colour  of 
Barnabas 's  dress  in  the  'Sacrifice  at  Lystra'  (Plate  cxi.),  fine  as  it 
is  in  itself  and  reminiscent  of  Rubens,  is  far  removed  from  the  dark 
claret  colour  of  the  Vatican  example.  These  inconsistencies  could 
be  noted  ad  infinitum.  But  since  there  is  one  piece  among  all  the 
cartoons  which  seems  to  have  remained  undisturbed,  the  extreme 
right-hand  strip  of  the  *  Sacrifice  at  Lystra,'  it  is  enough  to  look 
upon  it  to  see  the  difference  between  the  harmonies  of  the 

R.-11  161 


ROMAN    ART 

original  delicately  painted  surface  with  its  suggestion  of  a  trans- 
parent variegated  marble  and  the  staring  violence  of  the  other 
portions.  Almost  immediately  adjoining  it  there  is  a  hand  of 
brilliant  red  which  differs  totally  in  every  respect  from  the  sub- 
dued and  toned  flesh-colour  of  the  head  and  other  limbs.  The 
colour  of  this  strip  is  more  delicate  than,  but  is  still  comparable 
to,  that  of  the  cartoons  by  Giulio  Romano  which  hang  above  the 
staircase  called  '  Escalier  Denon '  in  the  Louvre  and  are  almost  as 
unknown  as  is  the  wanderer  from  their  number  which  has  some- 
how reached  St.  Petersburg,  and  hangs  uncatalogued  and  unre- 
marked in  the  gallery  of  copies  at  the  Academy. 

A  glance  at  this  strip  of  the  *  Sacrifice  at  Lystra '  shows,  in 
addition,  that  the  cartoons  in  their  present  state  cannot  pos- 
sibly be  either  assigned  in  their  execution  to  a  single  pupil  of 
Raphael's,  or  divided  with  any  certainty  among  different  assist- 
ants. Certainly  Raphael  cannot  be  imagined  for  an  instant  to  have 
painted  them  with  his  own  hand.  Vasari  who  makes  this  assertion 
cannot  have  seen  the  cartoons  if  those  at  South  Kensington  are 
the  originals.  But  probably  every  boy  and  man,  apprentice  and 
assistant  in  his  large  studio  had  his  part  in  the  colouring  of  these 
large  drawings,  and  to  argue  back  from  them  or  the  tapestries  to 
some  hypothetical  original  drawings  which  were  not  by  Raphael 
is  to  attempt  an  impossible  task.  There  are  resemblances  in 
hundreds  between  details  of  these  pictures  and  the  frescoes  of 
the  Borgo  and  Heliodorus  rooms,  the  '  Spasimo '  and  other  pictures 
by  Raphael,  and  such  cartoons  as  those  just  mentioned  of  the 
Louvre  and  St.  Petersburg.  But  they  prove  nothing,  or  too 
much,  and  the  attempt  to  assign  the  work  to  other  hands  is  only 
made  because  its  value  is  not  appreciated.  It  is  far  better  to 
discern  the  virtues  of  the  designs  through  the  half-obliterated 
forms  of  the  cartoons,  and  having  done  so  to  forget,  as  men 
always  forget  where  they  admire,  the  faults  which  are  only 
apparent  because  the  whole  intention  is  misunderstood.  If  the 
cartoons  themselves,  even  seen  through  the  medium  of  the  '  sacred 
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strip '  of  the  '  Sacrifice  at  Lystra,'  fail  to  make  themselves  intel- 
ligible, it  would  be  well  to  study  such  specimens  of  the  tapestry 
as  those  which  are  shown  to  advantage  at  Berlin  or  Dresden,  or 
even  steel  engravings  drawn  from  the  tapestry  by  men  who  under- 
stood and  could  emphasise  their  virtues. 

It  has  been  shown  that  throughout  the  frescoes  of  the  two 
later  rooms  of  the  Vatican  Raphael  was  attempting  to  combine  at 
once  the  rendering  of  a  dramatic  incident  with  a  concentrated 
composition.  The  attempt  failed  largely  because  he  sought  at 
the  same  time  to  reproduce  the  effects  of  a  wide  space  which  he 
had  succeeded  in  fashioning  in  the  frescoes  of  the  Stanza  della 
Segnatura,  where  the  problems  of  decoration  were  the  same,  but 
where  there  was  no  incident  to  illustrate.  The  result  was  that 
the  drama  became  dissipated,  and  the  composition,  however  clever 
in  itself,  failed  to  correspond  with  its  context.  Only  in  the 
'  Liberation  of  Peter '  had  he,  so  far,  been  successful,  and,  there, 
the  exigences  of  a  treble  subject  had  caused  his  scene  to  be 
unreal.  In  the  tapestries  the  condition  of  the  material  helped 
him.  It  was  not  subtle  enough  to  allow  of  any  but  a  very  bold 
and  rough  treatment  of  space,  and  therefore  he  brought  all  his 
figures  into  the  foreground,  making  them  the  dominant  and 
immediate  objects  of  interest.  This  is  demanded  by  their  heroic 
emphasis  of  form,  and  it  should  have  been  made  necessary  in  the 
preceding  frescoes.  Nor  was  the  material  sufficiently  pliable  to 
allow  any  subtlety  of  modelling,  colour,  or  characterisation. 
Consequently  the  colour  and  modelling  became  broad  and  the 
expression  of  the  faces  strongly  marked,  and  these  elements  also 
became  appropriate  to  the  heroic  conception  of  his  figures. 
Finally,  the  exigences  of  his  spaces  caused  him  to  vary  the 
centres  of  his  composition,  bringing  it  to  the  extreme  right  in 
the  '  Charge  to  Peter '  and  the  '  Sacrifice  at  Lystra,'  to  the  left  in 
the  '  Miracle  of  the  Fishes/  and  leaving  it  in  the  middle  in 
j*  Ananias'  and  the  '  Beautiful  Gate.'  This  no  doubt  helped  him 
in  the  concentration  of  the  effect,  but  it  did  not  cause  it,  any  more 
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than  the  requirement  to  place  many  similar  tapestries  in  one 
chapel  necessarily  produced  the  variety  of  invention  which  resulted 
in  the  attainment  of  so  many  different  effects  of  grouping  and 
space  within  similar  limits  and  in  similar  subjects. 

But  to  look  at  these  tapestries  merely  as  compositions  is  to 
fail  entirely  in  the  perception  of  their  true  character.  It  is  of 
the  essence  of  their  perfection  as  compositions  that  the  composi- 
tion, as  such,  does  not  show.  Unity  of  design  is  nothing  more 
than  the  display  of  an  incident  (if  it  be  an  incident  that  is  dis- 
played) in  such  a  way  that  its  principal  characteristics  are  given 
their  proper  prominence  and  the  whole  appears  without  con- 
fusion, omission,  or  redundancy,  as  if  it  had  appeared  to  a 
merely  casual  eye.  The  subject  should  be  so  adapted  to  its 
frame  that  its  adaptation  becomes  imperceptible.  Only  by 
watching  Raphael's  steps  towards  the  achievement  of  the 
tapestries  can  we  appreciate  the  labour  and  selection  which  were 
required  before  this  end  was  attained  ;  possibly  none  but  a  painter 
can  appreciate  it  fully,  because  he  alone  is  capable  of  comparing 
the  result  with  the  chaotic  mass  which  nature  presents.  Here 
the  achievement  is  of  absolute  simplicity,  which  shows  itself  alike 
in  the  selection  of  the  groups,  and  in  the  massive  dignity  of  the 
human  form.  Throughout  the  series  scarcely  a  figure  is  placed 
in  a  meaningless  but  decorative  or  pleasing  attitude,  such  as  the 
earlier  painters  used  in  order  to  mask  their  failure  to  discover 
or  to  reproduce  the  appropriate  action.  There  is  an  instance  of 
this  in  the  legs  of  St.  Paul  in  the  *  Sacrifice  at  Lystra '  sufficient 
in  itself  to  point  the  moral.  Every  figure  is  significant,  and  evef 
such  manner  as  there  is  in  the  deliberately  classical  posture  and 
proportions  of  the  characters  has  the  virtue  of  all  true  classic 
work  in  its  essential  truth  and  dignity. 

This  search  after  the  significant  and  the  dignified  in  human 

action  is  not  merely  an  adoption  of  Greco-Roman  characteristics, 

as  those  who  have  not  been  able  to  comprehend  its  virtues  so 

commonly  assume.     It  is,  on  the  contrary,  the  culmination  of  the 
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main  tendency  of  Italian  art  which  persisted  throughout  all  the 
excesses  and  mannerisms  of  every  period.  It  might  be  called 
the  centripetal  as  opposed  to  the  centrifugal  tendency  which  lay  in 
extravagant  display  and  mere  decoration,  and  may  be  found  in 
Raphael  as  well  as  in  the  earlier  men.  Reminiscences  of  Masaccio, 
the  great  precursor  of  the  Renaissance,  abound  in  the  heroic 
standing  figures  of  St.  Paul,  whose  outstretched  arms  are  carved 
in  marble,  yet  never  lose  their  sense  of  bone  and  muscle.  But 
earlier  than  Masaccio,  Giotto  had  laid  the  foundation  of  the  true 
classic  style.  There  are  in  the  tapestries  not  a  few  resemblances, 
if  not  reminiscences,  of  him.  Instead  of  being  simply  placed 
upon  the  wall  to  remind  the  spectator  of  their  existence,  buildings 
are  cunningly  fashioned  in  perspective  so  that  their  spatial 
character  appears ;  but  this  is  a  minor  point,  and  the  intention  of 
placing  great  scenes  among  great  architecture  is  Giotto's  as  well 
as  Raphael's.  In  one  of  the  tapestries,  even,  that  which  contains 
the  *  Miracle  of  the  Fishes,'  Raphael  cares  no  more  than  Giotto 
for  the  plausible  setting  of  the  figures,  for  the  boats  are  as  absurdly 
undersized  as  they  might  have  been  in  any  primitive  decoration. 
The  greater  mastery  of  the  human  figure  is  only  a  furtherance 
in  Giotto's  own  direction,  the  broad  simple  lines  of  the  figure  and 
of  the  patterns  are  invented  in  Giotto's  own  manner,  even  the 
hard  outlines  and  rigid  features  of  the  faces  are  common  to 
Raphael  and  to  the  earliest  master.  There  is  a  world  of  learning 
and  achievement  between  the  two,  and  Raphael's  success  is  less 
attractive  to  the  erudite  critic  because  it  is  so  much  more  complete 
that  it  requires  no  cleverness  to  discover  it ;  but  in  the  ground- 
principles  of  the  art  the  two  men  are  the  same,  and  the  con- 
trast between  Raphael  and  the  so-called  pre-Raphaelites  is  not 
between  these  two  great  figures,  but  between  Raphael  and  the 
lesser  men  who  came  between.  Had  the  pre-Raphaelites  gone 
back  to  Giotto,  they  would  at  the  same  time  have  arrived  at 
a  true  estimate  of  Raphael. 

The  execution  of  the  tapestries  was  not  without   its    effect 
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upon  the  decoration  of  the  fourth  room  of  the  Stanze  for  which 
Raphael  was  preparing  at  the  time  of  his  death,  although  it  is 
probable  that  no  part  of  the  actual  fresco  was  begun  during  his 
lifetime.1  It  is  the  largest  of  the  rooms  and  the  only  one  which 
offered  a  great  opportunity  to  the  decorator.  In  its  scheme 
Raphael  advanced  still  further  in  the  direction  of  imitative  decora- 
tion, which,  in  common  with  Michelangelo,  he  had  essayed  in 
the  fourth  wall  of  the  Stanza  della  Segnatura  and  in  the 
ceiling  of  the  Stanza  dell'  Eliodoro.  Unwilling  now  to  utilise 
a  whole  wall  as  a  frame  for  a  picture  with  an  atmosphere  of 
its  own,  he  placed  large  statuesque  figures  of  the  *  Virtues '  on 
each  wall,  and  between  them  he  had  planned  to  place  great 
painted  tapestries.  Within  this  field  the  picture  was  painted,  and 
thus  both  the  effect  of  the  picture  and  the  illusion  of  real  archi- 
tectural decoration  were  maintained.  Of  the  four  pictures  only 
one  has  any  claim  to  derive  from  Raphael's  mind.  It  is  the 
huge  *  Battle  of  Constantine  against  Maxentius  '  (Plate  cxvi.),  an 
enlarged  version  of  the  '  Attila '  in  the  next  room,  and  like  it 
also,  probably,  in  being  akin  to  Leonardo's  picture  of  the  *  Battle 
of  Anghiari.'  The  failure  of  the  picture  to  attract  the  taste  of 
this  day  suggests  that  Leonardo  is  happy  in  the  destruction  of 
a  masterpiece  which  men  would  no  longer  accept.  For  though 
the  touch  of  the  pupils'  hands  has  led  to  exaggeration  in  the 
drawing,  and  some  failure  of  the  colour,  or  the  unhappy  desire 
to  reproduce  an  effect  of  tapestry,  has  made  the  whole  picture  a 
rusty  brown  confusion ;  the  immensity  of  the  visual  imagination, 
the  vigour  of  the  action  and  the  variety  of  the  forms,  the  whole 
conception  of  turmoil  and  violence  cause  the  picture  to  deserve 
much  more  of  the  admiration  which  formerly  it  received  than  the 
discredit  into  which  it  has  now  fallen.  Men  now  require  in  the 
representation  of  these  scenes  either  naive  suggestions  of  their 
features  without  reproduction  of  any  of  their  general  visual  char- 
acter such  as  mark  the  battle  pictures  of  Uccello  or  Piero  della 

1  See  Crowe  and  Cavalcaselle,  ii.  450 ;  Springer,  ii.  184. 
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Francesca,  or  rapid  realisations  of  the  superficial  impression  such 
as  is  given  by  Goya.  The  clear-cut  representation  of  the  scene 
through  the  forms  of  the  actors  which  was  the  aim  of  Leonardo 
or  Raphael  and  his  pupils  has  consequently  lost  its  meaning. 


XI 

The  epic  form  of  decoration  which  marks  the  tapestries  and 
the  Stanze  of  the  Vatican  did  not  exhaust  Raphael's  amazing 
fertility.  At  the  same  time  as  he  was  painting  or  composing 
these  frescoes  he  was  evolving  another  and  an  apparently  quite 
different  manner  of  decoration.  This  manner  is  as  light  and 
graceful  as  the  other  is  grave  and  stupendous,  but  they  both 
have  their  common  basis  in  the  tendency  to  decorate  with  forms 
suitable  for  architecture,  and  while  one  is  a  logical  development 
from  the  austere  and  vigorous  art  of  the  earlier  period,  the  other 
is  equally  a  product  of  the  gayer  and  lighter  side  of  the  Quattro- 
cento. In  both,  moreover,  there  is  the  common  feature  that  the 
purely  decorative  is  reserved  for  the  ornamental  adjuncts  while 
the  representation  is  rigidly  significant,  and  both  differ  from 
earlier  work  in  the  logic  which  forbade  the  two  atmospheres,  the 
grave  and  the  gay,  to  co-exist  side  by  side  in  one  picture. 
Raphael's  art,  unlike  that  of  his  predecessors,  was  so  sure  of  its 
appeal  in  either  key  of  emotion,  that  it  did  not  need  to  com- 
bine one  with  the  other  in  order  to  produce  an  effect  of  reality. 

The  best-known  example  of  the  lighter  form  of  decoration  is 
that  of  the  second  story  of  the  Interior  Loggia  of  the  Vatican, 
which  owes  its  architecture  as  well  as  its  ornament  to  Raphael  and 
his  pupils  (Plate  cxvu.).  Pillars,  walls,  to  some  extent  the  vaults 
of  the  roof  are  covered  with  ornamental  figures,  festoons,  medal- 
lions, details  of  architecture,  and  a  general  but  orderly  medley  of 
dainty  and  attractive  details,  some  painted  and  some  in  plaster, 
which  not  only  amuse  in  themselves  but  give  a  bright  pattern  of 
lines  and  colour.  This  is  the  style  which  is  properly  called 
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grotesque,  because  it  is  based  upon  a  Roman  form  of  decoration 
which  is  known  to  us  now  from  excavated  houses  at  Pompeii,  but 
was  then  only  to  be  found  in  the  chambers  of  old  Roman  houses 
which  were  still  under  the  level  of  the  earth,  and  therefore  were 
known  as  caves  or  grottoes.  In  the  vault  of  each  arch  Raphael's 
pupils  painted  four  scenes  from  the  Old  and  the  New  Testament. 
These  small  pictures  are  but  details  in  the  general  decorative 
scheme,  but  partly  because  they  embody  no  little  of  the  virtues  of 
the  tapestries,  seizing,  as  they  do,  with  almost  too  much  simplicity 
the  main  elements  of  the  incident  which  they  illustrate,  and  partly 
because  they  are  unique  in  giving  within  a  small  compass  repre- 
sentations of  the  whole  sacred  narrative,  they  attained,  before 
photography  ousted  engraving  as  a  medium  of  reproduction,  the 
widest  fame  as  Raphael's  Bible  (Plates  CLXXIV.-CXCIX.).  Badly 
preserved  as  they  are,  they  deserve  more  detailed  study  than  space 
affords  for  their  consideration,  and  the  varieties  of  treatment  which 
they  present  would — and  no  doubt  will — justify  the  existence  of  a 
whole  library  devoted  to  discussions  of  their  authorship.  But  in 
relation  to  Raphael  they  are  of  no  more  importance  than  the 
countless  engravings,  sacred  and  profane,  which  were  executed 
from  his  studies. 

A  better,  because  more  concentrated,  example  of  Raphael's 
excursion  in  the  light  and  classical  form  of  decoration  exists 
in  the  chamber  called  '  Cardinal  Bibbiena's  Bathroom '  (Plate 
cxvin.),  which  was  painted  shortly  before  the  Loggia  in  1516. 
It  is  a  little  antechamber  some  few  feet  square  upon  the  third 
floor  of  the  Vatican.  It  adjoins  the  dining-room  of  a  Cardinal, 
and  is  kept  so  completely  private  that  the  guide-books  make  no 
mention  of  it.  Save  for  the  door,  the  little  window  at  the  other 
end,  and  two  niches  on  the  side-walls  of  the  same  size  as  the 
window,  it  is  decorated  entirely  with  panels  and  arabesques  and 
every  form  of  classical  ornament.  The  ceiling,  which  has  now 
fallen  into  complete  ruin,  is  covered  with  bright  patterns,  and  the 
walls  with  three  bands  of  decoration.  On  the  lowest  level,  reach- 
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ing  to  the  foot  of  the  niches,  are  Cupids  in  chariots  painted  on  a 
black  ground  within  square  frames  ornamented  with  fishes.  In 
the  arch  of  each  wall  is  the  fairy  architecture  which  occurs 
frequently  in  Roman  houses.  The  chief  interest,  however,  lies 
in  the  panels  of  the  middle  level,  which  are  set  in  painted  and 
decorated  frames  of  gold  and  red  and  blue.  There  are  two  oil 
each  wall,  one  on  either  side  of  the  door,  the  niches,  and  the 
window.  In  each  of  them,  save  where  some  vandalism  has  torn 
two  from  the  wall,  there  is  a  delicately  painted  picture  of  a  classical 
subject  with,  save  in  one  case,  two  figures  and  an  open  landscape. 
They  are  painted  in  the  lightest  of  colours  after  the  manner  of  the 
classic  frescoes  which  they  imitate,  and  the  first  three  at  any  rate 
are  as  exquisite  in  handling  as  all  are  in  grace  and  invention. 
Those  on  the  side  wall  to  the  left  hand  on  entering  are  the 
happiest.  In  the  first,  Venus  or  a  nymph  rides  upon  a  large  fish 
with  a  panther's  head,  while  a  boy  rides  upon  an  attendant  fish 
which  cannot  be  a  dolphin  because  it  is  too  long  and  lithe.  The 
panel  is  in  greens  and  blues  with  low-toned  flesh  colour  and  grey  in 
the  fishes,  and  there  is  in  the  flowing  drapery  of  the  nymph  a  dark 
red  like  that  of  '  Galatea '  in  the  Farnesina  fresco.  The  fish  rush 
over  the  water,  the  nymph  holds  firmly  on,  there  are  life  and  move- 
ment in  the  action,  and  freshness  in  the  figures  and  in  the  landscape. 
The  figures  of  the  panel  preceding,  the  '  Birth  of  Venus,'  and  of 
the  next,  a  *  Wounded  Venus  with  a  Cupid,'  are  not  less  delicate 
— the  latter,  especially,  with  her  tapering  limbs  and  the  sloping 
inclination  of  the  figure  recalling  the  over-refinement  of  Parmi- 
gianino  and  a  later  school,  but  they  have  less  of  life  in  the 
grouping,  and  serve  less  well  to  fill  their  spaces.  Even  so,  they 
are  immeasurably  superior  to  the  remaining  three,  which  are  not 
only  inferior  in  design  but  are  also  thickly  painted  and  coarser  in 
the  drawing.  An  alteration  in  the  technical  process  of  the  painting 
coincides  with  this  change  in  manner,  and  suggests  that  after  an 
interval  such  as  is  implied  by  the  letter  of  Bembo  to  Bibbiena 
concerning  these  decorations,  the  work  was  resumed  by  less  skilful 
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hands.  While  the  outline  of  the  earlier  figures  is  but  roughly 
indicated  by  a  scratch  in  the  wall,  as  if  the  painter  had  merely 
wished  to  fix  its  position,  and  had  no  need  to  follow  its  contour, 
that  of  the  fifth  panel  is  closely  pricked  out  upon  the  wall,  showing 
that  the  draughtsman  did  not  dare  to  trust  himself  for  a  moment 
without  the  cartoon.  In  the  sixth  and  last,  the  outline  which  is 
followed  closely  by  the  painter  is  heavy  and  continuous,  and  even 
the  folds  of  the  drapery  and  the  muscles  of  the  arm  are  deeply 
incised  upon  the  wall.  If  the  whole  room  was  painted  by 
Raphael's  pupils,  as  has  been  assumed  by  all  writers  of  the  last 
century,  who,  with  the  exception  of  Dr.  Dollmayer,1  never  set  foot 
inside  it,  the  latter  were  clearly  executed  by  men  of  very  inferior 
powers  to  the  former.  But  no  pupil  of  Raphael's  ever,  in  the  work 
definitely  assigned  to  him,  showed  the  lightness  of  touch  and  the 
easy  colouring  of  the  first  three  panels,  and  however  busy  Raphael 
may  have  been,  it  would  have  cost  him  little  to  execute  these 
small  works.  He  might  well  have  laid  aside  other  commissions  to 
work  for  a  friend ;  he  would  certainly  have  enjoyed  the  execution 
of  this  small  room.  But  whether  he  actually  placed  his  hand  to 
it  or  not,  he  conceived  in  this  chamber  a  gem  of  classical  dainti- 
ness, exceeding  his  models  in  the  lightness  of  his  fancy,  and 
entering  fully  into  the  spirit  of  choiceness  and  exquisite  triviality 
which  was  at  once  Roman  of  the  old  day  and  Italian  of  his  and 
the  preceding  ages. 

The  bathroom  of  Cardinal  Bibbiena  is,  however,  completely 
closed  to  the  tourist,  and  the  contemporary  enlargements  of  the 
central  panels, — the  only  reproductions 2  of  any  value, — are  now 
at  the  Hermitage  at  St.  Petersburg,  and  are  therefore  almost  as 
inaccessible  to  the  general  public  as  are  the  originals.  Fortunately 
these  designs  are  not  alone  in  showing  Raphael's  manner  in  the 
treatment  of  a  light  classical  theme.  The  fresco  of  the  *  Galatea  * 
(Frontispiece)  in  Agostino  Chigi's  villa,  now  called  the  Farnesina, 

1  Archivio  Storico  deli'  Arte,  1890,  p.  272.     Q.0.  for  a  different  analysis  of  the  styles. 
1  From  the  Villa  Mills.   These  frescoes  were  engraved  in  the  sixteenth  century  and 
reproduced  in  colour  in  1802  by  Maestri. 
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contains  all  these  features,  and  is  executed  upon  a  larger  scale.  If 
only  the  room  in  which  it  is  painted  had  been  completely  decorated 
by  Raphael's  direction,  had  it  been  either  alone  in  the  room,  or 
one  of  a  series  of  similar  paintings,  instead  of  being  flanked  by 
blank  spaces  on  one  side  and  on  the  other  by  a  fresco  of  Sebastiano 
del  Piombo  which  is  out  of  scale  and  out  of  harmony  with  it,  there 
would  be  no  need  to  refer  to  the  consistent  scheme  of  *  Bibbiena's 
Bathroom '  in  order  fully  to  appreciate  the  *  Galatea.'  Even  the 
ruinous  condition  of  those  decorations  is  not  more  detrimental  to 
their  effect  than  are  the  surroundings  of  the  '  Galatea,'  together 
with  the  many  imperfections  which  it  too  exhibits  in  its  preserva- 
tion, or  perhaps  in  its  execution.  By  no  means  all  its  colour  is 
sound,  and  some  of  its  forms,  especially  those  of  the  nymph  riding 
on  the  centaur,  are  hard  and  coarsely  modelled  like  those  of  the 
*  Incendio  del  Borgo.'  But  even  as  it  is,  the  *  Galatea '  is  the 
supreme  example  of  the  tendency  in  Raphael's  art  which  showed 
itself  originally  in  the  *  Three  Graces '  and  came  to  adolescence 
in  the  Stanza  della  Segnatura.  It  is  a  picture  of  which  either 
nothing  can  be  said,  or  the  whole  philosophy  of  art  must  serve  as 
explanation.  The  obscurity  of  the  subject — it  may  be  Galatea  or 
it  may  not — proves  its  unimportance.  Any  inspiration  which  the 
painter  may  have  received  from  some  contemporary  poet  is  as 
nothing  when  compared  with  the  inspiration  which  came  to  him 
from  the  forms  themselves.  There  are  no  details  or  incidents, 
save,  perhaps,  the  rimless  wheel  of  the  shell  chariot,  which  are  of 
intellectual  interest;  there  is  nothing  anywhere  to  detract  from 
the  importance  of  the  figures. 

It  was  of  this  picture  that  Raphael  says  in  a  letter  that  the 
figure  is  ideal,  and  so  near  does  it  come  to  the  universal  idea  of 
human  beauty  that  it  is  too  obvious  for  much  modern  taste.  Such 
among  earlier  works  as  Botticelli's  *  Birth  of  Venus '  prove  more 
immediately  attractive ;  to  these  at  first  sight  the  '  Galatea '  appears 
to  be  a  complete  antithesis.  In  the  earlier  work  the  beauty  of  the 
figure  is  subtle,  the  technique  obvious  ;  in  Raphael's  the  beauty  of 
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the  figure  is  obvious,  the  art  which  goes  to  its  expression  so  subtle 
that  it  escapes  notice.  Consequently  there  is  more  for  the  literary 
mind  to  seize  and  expound  in  the  conception  and  the  execution  of 
the  earlier  work  than  in  those  of  the  later,  and  the  modern  taste 
with  its  shyness  of  pure  form  is  satisfied  with  the  earlier.  But  on 
deeper  analysis  the  '  Galatea '  appears  as  the  direct  outcome  of 
Botticelli's  *  Venus.'  It  has  space  where  the  other  has  only  one 
plane,  and  a  rhythm  of  intersecting  forms  where  the  other  has 
only  a  play  of  line.  (For  this  reason  Botticelli's  qualities  survive 
in  a  photograph,  while  Raphael's  are  only  to  be  appreciated  in  the 
picture.)  It  has  ease  of  movement  where  the  other  has  constraint, 
but  both  are,  in  their  different  ways,  expressions  of  delight  in  the 
exquisite  grace  of  the  human  form,  and  both  are  poems  in  honour 
of  the  freshness  and  beauty  of  the  sea.  In  Raphael's  work  the 
colour  and  the  tone  of  the  sea  have  gone,  but  its  feeling  remains 
in  the  movement  and  advance  of  the  figures, — not  only  in  the 
swing  and  motion  of  each  actor,  but  in  the  swirl  of  the  whole 
composition,  from  the  dragging  putto  at  the  foot  to  the  four 
Cupids  with  their  bows  and  arrows  at  the  top,  whose  forms  by 
themselves  most  cunningly  suggest  the  whole  space  of  the  picture. 
These  should  be  taken  as  the  key-notes  to  the  composition,  while 
the  conch-blowing  Triton  on  the  left  with  the  head  of  his  white 
horse  may  stand  in  the  present  preservation  of  the  picture  as 
typical  of  the  originally  subtle  and  fluid  modulations  of  the  painted 
form  and  the  exquisite  quality  of  the  colour. 

Easel  pictures  painted  in  the  free  technique  of  oils  are  required 
to  show  Raphael's  full  power  in  the  treatment  of  classical  subjects, 
but  none  remain.  There  are,  however,  a  number  of  engravings 
from  Raphael's  designs  which  show  the  same  grace  and  fertility 
of  design,  and  the  same  noble  conception  of  the  human  form 
as  does  the  *  Galatea.'  The  painted  spandrils  with  the  '  History 
of  Eros  and  Psyche'  (Plates  cxix.-cxxv.)  in  another  room — or 
loggia — of  the  Farnesina  are  akin  to  these,  for  in  spite  of  their 
large  scale  and  the  greater  skill  which  was  required  to  present  the 
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human  figure  in  life-size,  these  are  still  but  decorations,  and  their 
qualities  in  their  present  preservation  are  exactly  those  of  the 
engravings.  Repainting  may  be  the  cause  of  the  hard  outlines 
and  coarsened  features  of  many  of  the  figures,  or  the  necessity  of 
emphasising  the  forms  in  their  architectural  setting  may  have 
justified  Raphael's  assistants  in  executing  work  of  inferior  grace 
and  subtlety.  To  this  cause  is  due  most  probably  the  heavi- 
ness of  the  forms  themselves,  which  are  in  striking  contrast  to 
the  litheness  of  the  *  Galatea.'  *  Psyche  rising  to  the  Palace  of 
Venus'  (Plate  cxxn.)  is  the  least  solid  of  the  figures,  and  at  the 
same  time  her  face  is  the  most  delicate  in  its  modelling.  It  is 
almost  universally  true  that  the  heads  in  full  face  are  more 
delicately  painted  than  those  in  whole  or  half  profile,  and  this 
suggests  that  the  protruding  lips  and  heavy  noses  are  drawn  with 
purpose  to  give  relief  against  a  plain  background  and  are  not 
therefore  to  be  lightly  condemned  as  evidence  of  pupils'  work. 
But  these  are  minor  details  in  a  series  of  works  which  are  un- 
rivalled in  their  fertility,  in  the  pure  decoration  of  space,  command 
over  the  human  figure  in  easy  motion  and  aptness  of  invention, 
and  finally  in  their  dignity  and  grandeur  in  the  conception  of  the 
human  form. 

XII 

From  the  '  Galatea,'  which  is  the  most  representative  among 
Raphael's  works  of  classical  imagination,  there  is  no  immense  step 
to  the  consummation  of  his  efforts  in  Christian  art — the  '  Sistine 
Madonna,' — which,  to  judge  from  the  evidence  of  style,  must  be 
placed  towards  the  same  undated  period  of  his  career.  It  is  com- 
pletely in  accordance  with  the  whole  character  of  Italian  art  in 
this  and  the  preceding  epoch  that  the  connection  between  the 
Pagan  and  the  Christian  ideals  should  be  of  the  closest.  The  same 
type  of  features  and  of  form  served  for  Botticelli  or  for  Michel- 
angelo, as  well  as  for  Raphael,  to  characterise  the  Mother  of  Christ, 
a  classic  deity  or  a  mediaeval  personification.  Each  was  to  them 

173 


ROMAN    ART 

the  complete  ideal  of  human  beauty,  and,  conceiving  the  ideal 
in  his  own  way,  each  painter  embodied  it  wholly  and  without 
division  in  each  figure  which  it  was  his  choice  to  portray.  There 
was  enough  differentiation  in  the  attitudes  or  in  the  setting,  in  the 
expression  and  the  action,  to  characterise  the  subject  of  the 
moment,  but,  apart  from  this,  the  figure  was  endowed  with  all  the 
beauties  of  form  and  figure,  of  technique  and  accompaniment 
which  the  painter  could  summon  from  his  mind  and  hand. 
Humanity  and  art  alike  were  single  and  indivisible,  and  between 
Christianity  and  Paganism  there  was  no  barrier. 

It  is  no  more  surprising  then  to  find  Raphael  giving  to  his 
Madonnas  the  grace  and  delicacy,  the  sculpturesque  physique  and 
the  easy  movements  of  his  *  Galatea,'  than  to  find  Botticelli 
endowing  Venus  with  the  wistful  look,  the  exquisite  extremities 
or  the  serious  elegance  of  his  Madonnas.  Raphael  had  already 
moved  in  this  direction  in  the  '  Esterhazy  Madonna,'  which  was  a 
pagan  picture  painted  before  ever  he  touched  pagan  subjects.  In 
the  Madonna  called  '  of  Loretto'  (Plate  cxxvi.),  which  was  painted 
as  early  as  1512  for  Julius  n.,  and  was  placed  with  his  portrait  in 
the  church  of  Sta.  Maria  del  Popolo,  but  exists  only  at  this  day 
in  several  copies,  the  same  elegance  of  pattern  and  ease  of  move- 
ment are  employed  with  greater  concentration  of  effect.  The  old 
subject  of  the  Mother  raising  the  veil  from  the  recumbent  Child 
becomes  a  vision  of  lightly  poised  limbs,  of  supple  forms  and  of 
simple  flowing  drapery,  all  beautiful  and  valuable  in  themselves 
and  expressing,  as  the  sound  of  verse  expresses  its  meaning,  the 
tenderness  and  sweet  joy  of  the  action.  Here,  as  everywhere 
in  Raphael,  the  beauty  and  expression  of  the  face  is  not  required 
in  order  to  make  clear  the  emotion  of  the  whole  figure ;  but  here, 
as  in  the  *  Garvagh  Madonna,'  Raphael  gives  to  his  Madonna  the 
pure  oval  face,  the  large  downcast  eyes,  the  small,  delicately 
modelled  nose  and  the  subtle  mouth, — each  with  its  rounded 
shadow  just  emphasising  its  position  upon  the  cheek, — which  best 
fit  the  character  of  his  forms  and  the  emotion  of  his  composition. 
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In  this  picture  a  dark  background,  a  high  light  and  the  most 
skilful  use  of  shadow  prepare  the  way  for  a  series  of  pictures  of 
the  Madonna  which  will  fall  to  be  considered  later.  In  others 
which  have  some  community  in  subject,  whatever  be  their  date, 
the  treatment  of  the  Madonna  and  Child  is  more  picturesque,  in 
the  sense  that  the  principal  figures  become  centres  of  a  landscape 
composition,  as  here  they  are  centres  of  a  world  of  light  and  shade. 
The  '  Madonna  of  the  Diadem  '  at  the  Louvre,  which  exists,  like 
the  '  Madonna  of  Loretto,'  only  in  the  form  of  many  replicas,  and 
the  Duke  of  Westminster's  *  Madonna'  (Plates  cxxvu.,  cxxvm.) 
belong  to  the  large  circle  of  Raphaelesque  pictures  which  seem  to 
derive  from  sketches  by  his  hand  but  owe  nothing  in  their  final 
form  to  him.  They  are  free  versions  of  Florentine  themes :  the 
latter  preserving  even  the  conventions  of  landscape  which  belong 
to  the  period  of  the  '  Madonna  del  Prato,'  while  the  former  shows, 
in  its  restless  lines  and  overpowering  classical  surroundings,  many 
features  of  the  larger  compositions  which  belong  to  the  latest 
period.  It  has  also  something  of  the  careful  contrasts  of  light 
and  shade  which  mark  pictures  of  that  period,  while  the  thick 
painting  and  bright  colour  of  the  Louvre  example  bring  it  into 
contact  with  the  'Garvagh  Madonna'  and  the  *  Vision  of  Ezekiel.' 
In  both  the  Westminster  and  the  Louvre  pictures  the  recumbent 
infant  is  the  one  feature  of  the  conception  which  shows  care 
and  appreciation. 

A  further  example  of  the  picturesque  style  which  is  akin  to 
these  pictures  both  in  the  execution  and  in  the  uncertainty  of  its 
date  is  the  'Madonna  del  Passeggio'  (Plate  cxxvi.).  Of  the 
many  replicas  of  this  picture,  that  at  Bridgewater  House  is  said 
to  be  the  best,  but  even  this  cannot  be  said  with  any  certainty  to 
be  more  than  an  arrangement  of  Raphaelesque  material.  If  an 
example  existed  in  which  the  hardness  of  colour  did  not  conflict 
with  the  atmospheric  intention,  it  would  be  of  all  Raphael's 
pictures  the  most  perfect  development  of  the  simple  picturesque 
style,  in  which  an  almost  Peruginesque  motive  is  made  a  part  of  a 

175 


ROMAN    ART 

real  landscape,  and  the  incident  of  the  chief  group  is  made  familiar 
and  human.  The  Madonna  stands  with  the  two  boys,  who  are 
older  than  is  customary,  in  an  attitude  of  complete  unconscious- 
ness, and  the  figure  of  St.  Joseph  disappears  with  his  burden  on 
his  back,  like  that  of  any  peasant  farmer  of  the  hills.  So  much 
more  is  seen  and  heard  of  the  grandiose  and  majestic  character  of 
Raphael's  Roman  Madonnas  that  this  half  romantic  and  half 
realistic  picture,  with  its  unaffected  combination  of  landscape  and 
figure,  must  be  made  much  of  as  a  necessary  corrective  to  a 
current  opinion.  If  it  owes  its  existence  entirely  to  Raphael's 
pupils  the  tendency  which  it  displays  is  still  more  characteristic, 
for  they  did  not  reap  seed  which  the  master  did  not  sow.  But  the 
whole  conception  of  the  picture  is  the  same  as  that  of  the  groups 
in  interiors,  and  of  such  portrait  pictures  as  those  in  the  Camera 
dell'  Eliodoro,  for  it  consists  entirely  in  an  effort  to  give  full  visual 
reality  to  themes  which  had  always  their  naturalistic  basis,  but 
had  hitherto  failed  to  approximate  to  the  character  of  the  forms 
represented. 

The  '  Madonna  of  the  Fish  '  in  the  Prado  (Plate  cxxx.)  is  an 
attempt  to  combine  this  realistic  conception  of  holy  subjects  with 
its  very  antithesis,  the  hieratic  presentation  of  the  Virgin  enthroned 
among  attendant  saints.  As  the  purely  picturesque  treatment  of 
the  '  Passeggio '  became  common  in  Venetian  painting,  so  this 
manner  of  representation  became  fashionable  in  Florence.  Some 
necessity  of  religious  observance,  totally  inartistic  in  its  character, 
gave  Raphael  the  theme.  He  attempts  to  connect  the  young 
Tobias  and  the  Archangel  who  guides  him  with  the  Virgin  and 
the  Infant,  but  St.  Jerome  and  his  lion  remain  as  they  would  have 
been  in  any  early  picture.  The  result  is  frigid,  and  the  animation 
of  the  various  characters  becomes  uneasiness.  The  picture  seems 
hurried  and  ill  thought  out,  and  only  certain  of  its  details  have 
beauty  when  taken  by  themselves.  The  chief  of  these  is  the 
Virgin  herself.  Her  figure  provides  an  illuminating  contrast  with  / 
another  Madonna  of  this  circle,  that  '  of  the  Candelabri '  in  tlu 
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possession  of  Mr.  Newton  Robinson  (Plate  cxxxi.),  in  which  the 
arrangement  of  Madonna  and  Child  is  obviously  derived  from 
the  same  drawing.  The  picture  shows,  apart  from  inferiorities  in 
execution  which  are  caused  or  hidden  by  restoration,  a  certain 
cleverness  of  arrangement  and  an  interest  in  the  painting  of 
metal  work  and  artificial  light  which  is  no  novelty  in  Raphael's 
work,  but  its  chief  feature  is  the  introduction  of  meaningless 
details  which  follow  necessarily  upon  the  merely  mechanical 
process  of  its  origin.  As  the  Madonna  is  brought  from  left  to  right 
and  the  motive  of  her  action  is  dispensed  with,  her  arm  becomes 
entirely  supererogatory.  It  rests  without  purpose,  with  violence 
even  to  Nature,  upon  the  Infant,  instead  of  being,  as  in  the  original 
picture,  the  essential  feature  of  her  action.  Similarly  one  of  the 
Infant's  hands  becomes  otiose  and  has  to  be  hidden  away.  Nothing 
could  show  better  than  this  contrast,  the  difference  between  signifi- 
cant composition  and  meaningless  disposition,  and  the  existence  of 
these  two  variants  upon  one  theme  illustrates  better  than  much 
analysis  of  the  handling  of  different  pictures  the  methods  of  picture 
production  which  ruled  in  Raphael's  shop.  A  precisely  similar 
variation  from  an  original  picture  exists  in  the  *  Madonna  della 
Tenda'  of  Munich  (Plate  cxxxvu.),  in  which  the  elements  of  the 
*  Madonna  della  Sedia '  are  freely  adapted  and,  through  hasty  mis- 
understanding of  the  position  of  the  Child  upon  the  Mother's  lap, 
the  right  arm  becomes  more  than  purposeless,  even  monstrous. 

The  *  Madonna  of  the  Fish,'  with  its  memories  of  Quattro- 
centist  combinations,  was  an  unfruitful  experiment,  and  stands 
alone  in  Raphael's  work.  The  only  possible  result  of  the  effort  to 
give  full  naturalistic  accompaniment  to  arrangements  which  were 
impossible  in  Nature  was  a  divorce  between  the  two.  Where  the 
whole  scheme  was  artificial,  as  in  earlier  art,  the  two  tendencies 
could  exist  side  by  side,  without,  in  our  eyes  at  any  rate,  creating 
any  effect  of  inconsistency  or  contradiction.  But  when  naturalism 
had  ceased  to  consist  in  the  faithful  representation  of  a  few  details, 
and  had  become  a  complete  method  of  vision  and  imagination, 
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it  could  not  coexist  with  an  equally  coherent  and  systematic  con- 
ception of  the  supernatural. 

The  'Madonna  of  Foligno'  (Plate  cxxxn.),  is  the  picture 
which  presents  the  first  steps  towards  a  complete  emancipation 
of  the  hieratic  conventional  group  from  semi-naturalistic  bonds. 
Its  date  may  be  about  1512,  the  year  of  the  Heliodorus  fresco, 
for  its  richer  colouring  and  certain  characteristics  of  the  paint- 
ing of  the  heads  suggest  a  contemporary  origin;  while  an  old 
tradition  connects  the  picture  with  Sigismondo  Conti,  whose 
portrait  as  the  donor  stands  in  the  picture,  and  who  died  in  1512. 
But  neither  its  date  nor  that  of  the  '  Madonna  of  the  Fish '  is 
established  with  such  precision  as  to  provide  any  ground  for 
establishing  an  historical  sequence  between  the  two.  The  presence 
of  the  donor  in  this  picture  alone  among  the  whole  series  of 
Raphael's  altar-pieces  marks  its  conventional  character.  Three 
saints  who  were  chosen  for  no  artistic  reason  but  from  some 
arbitrary  association  with  the  private  cult  of  the  patron  are  placed 
with  him,  and  an  angel  holding  a  tablet  is  introduced  with  no  more 
meaning  than  were  the  putti  in  the  frescoes  of  '  Justice '  and  the 
'  Sibyls.'  Frankly  facing  the  artistic  problem  of  combining  within 
one  frame  totally  irreconcilable  figures,  Raphael  represented  the 
Virgin  as  seated  upon  the  clouds  in  intellectual  and  symbolic 
connection  with  the  other  characters,  as  an  object  of  their  thought, 
or  as  an  element  in  the  spectator's  conception,  but  with  no  ter- 
restrial bond,  such  as  was  supplied  by  the  canopied  throne  in  even 
so  recent  a  picture  as  the  '  Madonna  del  Baldacchino.'  The  land- 
scape also,  which  was  a  customary  feature  in  the  convention,  is 
retained.  It  no  longer,  however,  serves  as  a  mere  touch  in  the 
background  to  enhance,  as  a  kind  of  accompaniment,  the  sentiment 
of  the  principal  figures,  but  becomes  important  in  itself.  All  the 
elements  of  the  conventional  altar-piece  therefore  remain,  but 
they  are  resolved  from  self-destructive  literalism,  and  while  each 
becomes  in  itself  more  freely  treated  as  a  representation  of  nature, 
the  whole  is  united  in  a  scheme  which  is  completely  supernatun 
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Possibly  the  arrangement  of  *  Assumptions '  or  '  Coronations  of 
the  Virgin,'  which  was  familiar  to  Raphael  from  his  earliest  days 
in  the  studio  of  Perugino,  was  responsible  for  the  conception  of 
this  picture,  but  the  adaptation  of  the  arrangement  for  another 
purpose  is  the  logical  outcome  of  the  whole  tendency  of  Raphael's 
art. 

It  is  not,  of  course,  the  case  that  the  main  elements  of  the 
picture  are  merely  flung  upon  the  canvas  with  such  hints  to  their 
intellectual  combination  as  a  purely  primitive  altar-piece  might 
have  presented,  although  here,  as  in  the  case  of  the  Tapestries, 
Raphael  shows  a  distinct  tendency  to  revert  to  a  characteristic 
feature  of  earlier  art.  Such  frank  conventionality  would  have 
been  impossible,  both  for  acceptance  by  the  general  taste  of  the 
day  and  for  assimilation  with  the  developed  style  of  each  of  the 
component  parts.  A  theme  of  symbolic  character,  unusual  in 
Raphael,  serves  as  a  pictorial  vehicle  to  convey  the  intellectual 
association.  Much  no  doubt  is  still  effected,  as  it  would  have  been 
in  a  primitive  picture,  by  the  upturned  gaze  of  all  the  four  figures 
and  by  the  uplifted  arm  of  St.  John,  which  recalls,  through  the 
figure  at  the  altar  in  the  'Disputa,'  a  whole  series  of  frigid  Perugian 
*  Assumptions.'  This  is  a  mere  relic  of  the  convention  which  was 
in  general  being  disregarded,  and  it  is  largely  responsible  for  the 
imperfection  of  the  effect.  The  true  unifying  idea  in  the  picture 
is  the  vast  imaginative  glory,  half  halo  and  half  sun,  which  rises 
behind  the  figure  of  the  Madonna  and  casts  its  radiance  throughout 
the  picture,  including,  even,  as  arch-shaped  rays  piercing  through 
the  clouds,  the  landscape  of  wood  and  water  and  town,  and 
touching  with  its  golden  light  the  curls  of  the  angel  in  the  fore- 
ground. A  spot  of  orange-yellow  in  the  landscape,  which  seems 
somehow  to  be  connected  with  the  golden  glory,  has  been  taken 
generally  to  represent  either  a  meteor  or  a  bomb  (the  critics  do 
not  know  which),  and  a  story  has  been  invented  that  this  picture 
records  the  salvation  of  Conti  at  some  siege  of  Foligno,  in  which 
he  is  supposed  to  have  taken  part.  But  the  town  is  not  Foligno, 
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nor  do  the  peaceful  shepherds  in  the  middle  distance  suggest 
either  a  siege  or  the  approach  of  an  aerolite,  and  the  story  may  be 
dismissed  as  an  irrelevant  fabrication  which  only  serves  to  detract 
from  the  real  interest  and  beauty  of  the  conception. 

The  '  Madonna  of  Foligno  '  marks,  however,  only  one  stage  in 
the  direction  of  the  picture  which  is  acknowledged  to  be  the  supreme 
embodiment  of  Raphael's  mature  mind  and  art, — the  '  Madonna 
with  St.  Sixtus  and  St  Barbara'  (Plates  cxxxm.-cxxxv.),  which 
was  originally  painted  for  an  obscure  chapel  at  Piacenza  and  is  now 
at  Dresden.  Raphael's  rigid  logic  had  shown  itself  in  the  choice  of 
decorative  forms  for  the  Stanze  and  in  the  purely  human  treatment 
of  the  Madonna  and  Child,  whether  they  were  set  in  a  country 
landscape  or  the  interior  of  a  room.  Here  it  succeeds  in  eliminat- 
ing from  the  representation  of  the  Madonna  in  Glory  every 
remnant  of  the  conventional  grouping  and  leaves  nothing  but  the 
central  idea  of  the  vision.  The  adorers  of  the  *  Foligno  Madonna ' 
are  partly  swept  away  and  partly  translated  themselves  into  an 
imaginary  sphere.  With  this,  the  artifice  of  the  golden  glory 
disappears,  for  the  Madonna  and  Christ  have  become  in  them- 
selves so  central  and  enthralling  that  they  can  sufruse  and  pene- 
trate through  the  whole  picture  without  requiring  any  artificial 
harmoniser  in  idea  or  colour.  The  angels,  also,  whose  heads  and 
bodies  composed  the  sky  in  the  '  Madonna  of  Foligno,'  as  they  do 
in  the  '  Disputa,'  close  in  upon  the  Madonna  and  at  the  same  time 
recede  into  the  distance,  while  the  putto  at  the  foot  becomes  less 
definite  and  less  obtrusive  until  only  two  angel  heads  remain  at 
the  very  edge  of  the  painting  as  a  decorative  touch  and  as  a  key- 
note in  the  representation  of  the  space.  Nothing  then  remains  in 
the  picture  but  the  Virgin  and  the  Child  themselves,  two  attendant 
saints,  a  vague  background  of  angels  and  two  putti  at  the  foot. 
Thus  the  vision  of  the  earliest  painters  of  all  returned  to  art,  com- 
prising nothing  but  the  essential  elements  of  the  conception,  and 
disregarding  all  the  elaborate  scaffolding  of  accessory  and  detail 
which  had  enabled  the  intervening  ages  to  lead  up  to  such  perfec- 
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tion  as  finally  rendered  them  unnecessary.  How  far  Raphael  had 
the  conception  of  the  '  Sistine  Madonna '  in  his  own  mind  from  the 
days  when  he  first  imagined  vaguely  the  visions  which  he  wished  to 
paint,  we  cannot  know  ;  but  as  in  the  history  of  an  individual  the 
power  of  maturity  only  gives  form  to  ideas  which  were  present 
from  the  rich  days  of  impotent  youth,  so  in  the  history  of  art  the 
ultimate  expression  is  but  the  consummation  of  intentions  which 
were  crudely  put  forth  in  the  first  days  of  all.  It  is  no  disparage- 
ment of  Raphael  to  say  that  there  is  not  in  the  whole  '  Sistine 
Madonna '  one  element,  one  material  ingredient  that  is  new,  but 
the  greatest  praise  of  both  his  and  the  whole  range  of  Italian  art 
that  he  was  produced  by  it,  and  that  he  in  turn  was  enabled  to 
give  it  so  complete  and  masterful  an  expression. 

It  stands  to  reason  that  the  Virgin  and  Child,  who  by  them- 
selves so  completely  dominate  this  whole  conception,  should 
exhibit  in  their  forms  all  the  majesty  and  dignity  of  which  in 
Raphael's  eyes  the  human  figure  was  capable.  In  the  '  Madonna 
of  Foligno'  the  Madonna  and  Christ  are  merely  the  graceful 
mother  and  child  of  Florentine  imagination.  Sweet  and  serious, 
animated  and  full  of  Raphael's  elegance,  they  do  not  force  the 
attention  of  the  spectator  from  the  figures  of  the  saints  or  the 
donator,  the  putti  or  the  landscape.  Even  if  they  had  possessed 
the  mysterious  fascination  which  belongs  to  the  conception  of  the 
true  Florentine  artists  they  would  still  not  have  adequately  filled 
their  position  in  the  picture.  In  the  '  Sistine  Madonna '  a  stand- 
ing attitude  replaces  the  seated,  and  the  two  figures,  instead  of 
being  occupied  with  some  playful  and  trivial  action,  rest  in  a  firm 
and  enduring  position.  The  absence  of  momentary  occupation 
suggests  an  occupation  of  eternity.  Their  minds,  intent  on  no 
visible  action,  seem  brooding  over  the  actions  of  all  space  and 
all  time.  Their  eyes,  always  with  Raphael  the  seat  of  life  in 
face  and  figure,  though  usually  in  his  Madonnas  cast  downwards 
in  unconscious  meditation,  look  forward  above  the  heads  of  the 
spectators.  No  less  than  those  of  the  primitive  Madonnas  of 
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Duccio  and  his  group,  they  are  the  centre  of  the  whole  picture, 
the  secret  of  its  unity  and  the  dominant  expression  of  its  mood. 
Through  them  and  the  worlds  of  unuttered  thoughts  of  which 
they  hint,  Raphael  in  this  picture  assumes  within  himself  the 
depth  and  mystery  which  he  had  formerly  failed  to  accept  from 
the  leaders  of  an  earlier  age  in  Florence,  and  he  adds  to  their 
virtues  a  majesty  and  a  force  which  they  had  never  succeeded  in 
achieving. 

Compared  with  the  eyes,  the  actual  features  of  the  face  are 
artistically  of  less  importance,  for  the  face  is  capable  of  infinite 
variation.  One  man's  standard  in  this  matter  is  as  good  as 
another's,  but  Raphael's  choice  of  regular  and  unobtrusive  feature, 
of  sensitive  mouth  and  delicate  nose  is  not  so  much  the  elimination 
of  significant  characteristics  as  the  discovery  of  the  totality  of 
female  beauty.  There  is  no  reason  to  doubt  that  this  is  an  ideal 
and  imaginary  face  brought  together  by  a  mind  so  conversant 
with  the  human  form  that  it  could  fashion  the  features  of  the 
face  as  it  could  mould  the  body,  according  to  its  mood  and  will. 
The  gradual  appearance  of  this  type  among  others  essayed,  and 
then  discarded,  would  be  enough  to  make  this  evident  to  any  one 
familiar  through  and  through  with  Raphael's  work,  but,  besides 
this,  it  is  not  perhaps  a  mere  trick  of  fancy  born  of  too  much 
study  of  the  painter,  to  discover  in  these  features  more  than 
an  echo  of,  even  direct  descent  from,  the  early  and  almost 
entirely  conventional  lineaments  of  the  '  Connestabile  Madonna.' 
Apart  from  the  features  the  shape  of  the  skulls,  and  still  more 
the  manner  in  which  the  heads  rest  upon  the  neck,  are  charac- 
teristic and  expressive.  These  show  the  transitions  of  line  and 
tone  which  make  life  in  painting ;  they  are  the  secrets  of  perfect 
comprehension  and  easy  representation.  More  still,  the  whole 
body  of  the  Infant,  the  shoulders,  the  breast  and  the  arms  of  the 
Madonna ;  their  easy  and  purposeful  lines  and  their  consummate 
rendering  of  structure  and  surface,  the  significance  of  their  move- 
ments, the  amplitude  of  their  forms  make  the  centre  of  the 
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picture  the  adequate  expression  of  a  thought  which  is  not  only 
the  painter's  imagination,  but  is  the  truth  of  an  universal  human 
conception.  The  human  body  is  not  only  the  most  varied  and 
subtle  of  all  natural  objects  which  art,  as  the  mere  delight  of 
the  eyes,  can  find  for  its  exercise,  but  is  also  the  richest  and 
most  delicate  orchestra  for  the  conveyance  of  emotional  ideas. 
Every  characteristic  of  form  which  Raphael  chose  for  his  two 
protagonists  communicates  a  reading  of  character  and  of  life  and 
tells  of  a  conception  of  humanity,  for  which  he  found  the  best 
embodiment  in  the  ideal  form  of  the  Mother  of  his  God.  If  the 
heads  of  these  figures  were  wanting  they  would  still  rank  with  the 
Parthenon  pediment  as  the  noblest  among  man's  conceptions  of  his 
own  excellence,  and  it  is  the  greatest  tribute  that  can  be  paid  to 
the  heads  to  find  in  them  an  adequate  complement  to  the  figures 
which  they  surmount.  Complete  as  they  are,  there  is  but  one 
work  of  art  which  reaches  the  same  height  of  majesty  and  tender- 
ness, the  '  Pieta '  by  Raphael's  master,  Michelangelo.  To  deny 
Raphael's  greatness  before  the  '  Sistine  Madonna '  is  to  condemn 
the  whole  of  art  and  to  destroy  all  nature. 

As  must  necessarily  be  the  case,  the  remainder  of  the  picture 
is  of  less  supreme  importance.  It  was  Raphael's  problem  to 
place  the  figures  of  the  Madonna  and  Child  where  they  could  at 
once  be  the  whole  centre  of  interest  and  yet  be  remote  enough 
from  the  spectator  to  suggest  their  appearance  in  the  distant 
heaven  and  their  identity  with  the  sky  itself.  Obviously,  while 
to  place  the  figures  far  away  would  have  given  the  effect  of 
distance,  it  would  have  failed  to  represent  the  vision,  for  it  is  of 
the  nature  of  a  visual  impression  that  the  object  of  focus  occupies 
the  whole  field.  Much  is  heard  in  these  days  of  the  impression- 
ism of  light  and  colour,  but  the  impressionism  of  form  and  figure 
which  was  Raphael's  consummate  achievement,  is  not  recognised 
as  a  part  of  art.  Yet  only  by  some  such  idea  as  this  can  the  greater 
part  of  the  work  be  understood.  In  this  picture  the  large,  broadly 
painted  drapery  of  the  Madonna  not  only  adds  to  the  magnitude 
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and  dignity  of  her  body,  but  they  act  as  a  pedestal  throwing  into 
prominence  the  power  and  glory  of  the  upper  part.  As  the 
lower  part  is  itself  of  less  importance,  or,  in  other  words,  because 
it  was  of  less  emotional  interest  to  the  painter,  he  could  be 
satisfied  with  a  less  significant  attitude  of  the  legs,  and  he  drops 
in  fact  into  a  reminiscence  of  his  very  earliest  days  in  Perugia 
when  he  adopts  the  half-standing,  half-walking,  posture  which 
was  for  Perugino  the  last  word  of  human  elegance.  So  little 
does  it  conform  with  the  conception  of  the  upper  part  of  the 
body  that  this  attitude  combined  with  the  bareness  of  the  feet 
has  a  halting,  heavy  appearance,  and  is  no  doubt  largely  respon- 
sible for  the  impression  which  many  critics  have  received,  that 
there  is  as  a  basis  for  this  Madonna  a  reminiscence  of  some  peasant 
maiden  from  the  Campagna.  In  its  position,  however,  in  the 
picture  this  slightly  disconcerting  detail  becomes  intelligible,  and 
the  effect  would  of  course  be  lessened  and  probably  would 
entirely  disappear,  were  the  picture  placed  over  an  altar  or  at  the 
level  above  the  heads  of  the  spectators  for  which  it  is  clear  from 
its  foreshortening  that  it  was  originally  intended. 

Concentration  of  attention  upon  the  central  incident  of  the 
picture  also  explains  the  figures  of  the  two  attendant  saints.  In 
spite  of  their  admirable  painting,  the  ease  of  their  postures,  the 
amplitude  and  flowing  lines  of  their  drapery,  these  figures  are 
somewhat  wanting  in  significance  of  feature  and  attitude.  The 
reason  is  simple  enough.  They  are  not  intended  to  be  of  any 
capital  interest  in  themselves ;  they  were  not  objects  of  any  deep 
thought  on  the  part  of  the  painter.  But  just  as  in  the  primitive 
prototypes  of  this  picture  the  attendant  saints  were  of  importance 
chiefly  as  part  of  the  pattern,  delighting  in  themselves  by  the 
arrangement  of  the  lines  and  masses,  and  leading  the  eye  upon 
the  single  plane  of  the  picture  to  the  central  figure  of  the 
Madonna,  so  here  the  two  saints  have  no  profound  intellectual 
significance,  but  serve  by  their  position  on  the  canvas  and  by  their 
lines  and  planes  to  emphasise  the  central  figures.  They  are  as 
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it  were  the  ladders  by  which  the  eye  ascends  to  the  heads  of  the 
Madonna  and  the  Child,  and  having  their  part  as  such  in  the 
fundamental  conception  of  the  picture,  their  character  as  human 
beings  or  saints  has  but  a  secondary  importance.  Even  so  they 
are  far  from  being  devoid  of  interest  or  empty  in  significance. 
They  possess,  each  according  to  its  character,  dignity  and  grace ; 
their  lines  are  decorative  in  themselves,  their  draperies  flowing 
and  ample,  and  their  bodies  moulded  with  the  delight  in  the 
movements  and  the  structure  of  the  human  form  which  is  shown 
in  the  fresco  of  the  '  Sibyls '  or  the  lunette  of  '  Justice,'  or,  best  of 
all,  in  the  central  figure  of  this  picture  itself.  The  hands  of  St. 
Sixtus,  the  head,  shoulders  and  arms  of  the  St.  Barbara,  painted 
in  the  broad  and  solid  style  of  the  period,  are  the  counterparts  in 
their  plastic  excellence  of  the  exquisite  outlined  forms  which  suited 
better  the  more  delicate  tracery  of  earlier  conceptions.  Moreover 
the  whole  character  of  the  figures  belongs  as  completely  to  the 
general  intellectual  conception  of  the  picture  as  they  do  to  the 
visual.  Their  grandeur  is  essentially  an  element  of  the  superb 
vision.  Not  less,  the  happiness  of  their  attitudes  and  faces  springs 
necessarily  from  the  radiance  and  glory  of  this  triumphant  appear- 
ance of  the  Virgin,  and  tells,  as  clearly  as  the  song  of  a  Greek 
chorus,  the  emotion  which  the  painter  felt  at  his  own  creation 
and  therefore  conveys  to  the  spectator. 

The  final  touch  in  the  consummate  unity  of  this  conception  is 
given  by  the  green  curtain.  It  has  at  once  a  definite  and  an 
indefinite  position  in  space.  It  opens  from  in  front  of  the 
Madonna,  and  therefore  casts  her  back  into  the  distance.  It 
falls  behind  St.  Sixtus  and  St.  Barbara,  and  therefore  brings  them 
into  the  foreground,  while  the  clouds  which  surge  up  and  hide 
their  feet  throw  them  again  into  the  imaginary  space  of  the 
vision.  The  introduction  of  the  rod  and  rings  at  the  very  top 
of  the  picture  (most  often  absent  from  the  reproduction)  is  not 
a  mere  piece  of  frigid  realism,  but  an  essential  element  in  the 
conception,  for  it  not  only  gives  precision  where  precision  is 
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required,  but  also  allows  the  sky  to  reach  to  the  very  edge  of 
the  frame,  which  is  a  necessity  in  order  that  the  whole  breadth 
of  the  heavens  may  be  suggested.  The  old-fashioned  curtain 
which  occurred  in  the  majority  of  pictures  of  the  Virgin  was 
merely  a  background  setting  off  the  modelling  of  her  figure,  or 
the  colour  of  her  draperies,  and  in  such  pictures  as  the 
*  Madonna  del  Pesce '  or  the  '  Madonna  della  Tenda,'  it  renders 
the  space  enclosed  and  the  picture  heavy.  In  the  '  Sistine 
Madonna,'  where  all  the  conventional  features  are  transformed, 
the  curtain  also  becomes  a  living  part  of  the  conception,  and  if 
something  of  the  artificial  and  rococo  is  introduced  through  the 
employment  of  such  a  feature  in  order  to  emphasise  the  momen- 
tariness  and  completeness  of  the  vision,  the  fault  is  inherent  in 
the  feature  itself,  whose  triviality  only  becomes  evident  when  it 
is  allowed  to  show  itself  in  full. 

There  are  still  other  elements  in  the  picture  which  call  for 
notice.  The  heads  of  the  angels,  now  reduced  to  a  mere  note 
at  the  foot  of  the  picture,  supply  a  decorative  and  spatial  feature, 
as  they  had  done  from  the  beginning  of  art,  and  with  their  strong 
forms  and  rapt  serious  gaze  touch  the  same  chords  as  the 
principal  figures  above.  Their  faces  show  repainting  which 
might  perhaps  also  be  evident  in  other  parts  of  the  picture 
(notably  in  the  blue  of  the  Madonna's  robes),  were  there  oppor- 
tunity to  inspect  the  whole  surface  as  thoroughly  as  the  bottom 
portion.  The  balustrade  upon  which  they  rest  their  arms,  and 
the  Pope's  tiara  in  the  corner  are  mere  details  in  the  illusion  of 
space  already  produced  by  the  curtain.  There  is  a  greater 
importance  in  the  colour  of  the  whole  picture,  for  it  is  as  integral 
a  portion  of  the  general  conception  as  the  forms  or  the  delinea- 
tion of  space.  Hitherto  in  this  book  little  has  been  said  of  the 
colour  of  the  pictures  which  have  been  described,  partly  because 
a  mere  catalogue  of  the  names  of  colours  is  always  valueless  for 
descriptive  purposes,  and  partly  because  in  most  of  the  pictures 
and  frescoes  the  colour  scheme  chosen  by  Raphael  is  of  the  kin< 
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which  is  least  of  all  capable  of  description.  Where  a  harmony 
of  a  single  tint  or  tone  is  dominant  and  the  whole  picture  is 
based  upon  the  foundation  of  one  tone,  description  is  possible. 
But  where  the  harmony  is  of  bright  and  variegated  tints,  as  is 
customary  with  Raphael,  description  becomes  a  mere  catalogue 
of  bald  colour  terms  which  are  only  completely  significant  to 
painters,  or  of  similes  which,  however  illuminating  in  themselves, 
are  puzzling  in  combination.  The  'Sistine  Madonna'  is  no 
exception  to  this  rule.  Clear  brilliant  tones  of  red,  blue,  green, 
and  yellow  occur  as  freely  as  in  the  works  of  primitive  painters, 
who  thought,  like  children,  that  the  more  variegated  and  bright 
the  surface  the  better  the  result.  But  Raphael,  who  knew  already 
in  the  days  of  the  '  Sposalizio '  how  to  combine  and  harmonise 
colours  of  the  highest  tone,  uses  here  no  crude  colours  nor  surfaces 
of  opaque  pigment.  By  the  skilful  use  of  shadow  and  still  more 
by  the  unanalysable  subtlety  of  comprehension  and  execution 
which  marks  off  the  true  colourist  from  all  others,  he  gives  to 
each  surface  the  transparent  radiance  of  colour  under  light,  and 
while  suggesting  the  actual  surface  of  the  coloured  substance, 
uses  his  own  pigment  with  the  fluidity  and  multiplexity  of  living 
colour.  The  whole  is  harmonised  in  the  cool  silvery  shimmer  of 
the  flesh  and  painted  with  so  subtle  a  brush  that  the  eye  looks 
in  vain  for  the  methods  which  were  followed.  All  this  is  no 
mere  display  of  qualities  which  are  valuable  only  to  painters  and 
are  indifferent  to  the  general  public.  On  the  contrary,  the 
brilliance  of  this  colour  scheme  in  its  total  effect,  the  number  and 
force  of  the  colours,  and  the  general  harmony  of  all  within  the 
simplest  and  most  unemphatic  unity  of  light  gives  to  the  vision 
of  the  picture  an  effect  of  totality,  of  real  and  clear  light  and 
atmosphere  such  as  a  more  obvious  and  easily  intelligible  unity  of 
any  single  hue,  however  attractive  in  itself,  would  have  been 
powerless  to  convey.  In  the  colour,  as  in  the  general  arrange- 
ment, Raphael  transformed  the  conceptions  which  were  handed 
down  to  him  in  the  universal  practice  of  his  predecessors.  But 
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where  they  showed  fields  of  uniform  clear  and  enamel-like  tint 
brought  into  harmony  only  by  the  brilliant  gold  of  the  back- 
ground, he  melted  and  varied  his  colours  and  gave  them  unity  by 
the  clear  light  of  day.  It  is  not  of  course  the  light  of  the  bright 
sun  that  he  used,  but  the  cooler  light  of  the  day  towards  the 
evening  or  in  the  north  which  gives  the  colour  itself  its  utmost 
brilliance  and  allows  the  form  to  show  unimpeded,  as  is  required 
where  the  whole  significance  of  the  picture  is  to  be  communicated 
through  the  character  of  the  forms. 


XIII 

The  '  Sistine  Madonna '  is  the  final  embodiment  of  Raphael's 
conception  of  the  Madonna  in  Glory,  the  last  step  in  a  series 
which  produced  the  '  Ansidei '  and  *  Sant'  Antonio  '  altar-pieces, 
the  Madonnas  '  of  the  Baldaquin,'  *  of  the  Fish,'  and  *  of  Foligno.' 
The  *  Madonna  della  Sedia '  (Plate  cxxxvi.)  is  its  counterpart  in  the 
purely  human  representation  of  the  Madonna  which  had  occupied 
Raphael  throughout  his  life.  Similarities  in  form  both  in  the 
Madonna  and  in  the  child  bring  the  two  pictures  close  together. 
The  sfiape  of  the  Madonna's  head,  her  hair,  ears,  eyelids,  and 
the  robust  limbs,  chubby  features  and  tousled  hair  of  the  Infant 
are  almost  identical  in  the  two  pictures.  It  is  of  more  importance 
that  both  pictures  show  the  same  delight,  for  their  own  sakes,  in 
the  strength,  amplitude  and  subtlety  of  the  human  form,  the 
same  joy  in  draperies  which  are  not  merely  decorative  but  signifi- 
cant and  living,  and  the  same  thorough  understanding  of  the 
body,  not  as  a  combination  of  exquisitely  shaped  parts,  but  as  a 
breathing  and  moving  envelope  of  the  soul.  There  is  also  in  the 
'  Madonna  della  Sedia '  the  wonderful  sense  of  pattern  in  the 
composition  of  the  limbs  which  marked  each  figure  of  the  Sistine 
altar-piece,  the  power  of  placing  each  member  of  the  body  where 
its  lines  and  masses  follow  complex  but  ample  curves  without 
ever  suggesting  that  the  figure  is  in  any  position  but  that  in  which 
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it  is  thrown  by  the  immediate  purpose  of  its  action.  These  are 
the  similarities  between  the  two  pictures.  The  differences  are 
equally  obvious,  for  the  *  Madonna  della  Sedia,'  being  a  rapid 
representation  of  an  observed  fact,  shows  more  of  portraiture  and 
less  of  careful  selection,  both  in  the  features  and  in  the  choice 
of  attitude.  There  is  none  of  the  refinement  of  either  the 
*  Sistine  Madonna '  or  of  the  Child  in  that  altar-piece  in  the  faces 
of  the  Matron  and  bold  Infant  of  the  *  Sedia  ' ;  their  attitudes  are 
frankly  a  denegation  of  all  dignity,  and  even  the  painting,  though 
masterly  and  even  miraculous  in  its  rapidity  and  ease,  has  not  the 
same  transparency  nor  the  colour  the  same  harmony  against  its 
artificially  effective  background  of  black.  The  modelling  of  the 
Madonna's  face  is  wanting  in  delicacy,  and  the  St.  John,  apparently 
thrown  in  as  an  afterthought  for  the  sake  of  the  design,  is  either 
painted  in  a  totally  different  key  or  is  completely  repainted.  These 
contrasts  arise  through  the  difference  in  the  conception  of  the 
pictures.  The  *  Sedia  Madonna  '  is  a  swift  and  frankly  realistic 
portrait  of  a  mother  with  her  child,  palpitating  and  breathing 
with  the  hot  life  of  the  Roman  sun,  and  though  as  such  it  is  the 
culmination  of  the  whole  tendency  of  Italian  art  to  find  in 
the  Madonna  the  incarnation  of  human  motherhood,  the  logical 
conclusion  of  the  tendency  proves  to  some  extent  its  ruin.  It  is 
absurd  to  suppose  that  in  painting  the  picture  Raphael  was  either 
more  or  less  governed  and  impelled  by  what  is  called  a  *  religious ' 
motive  than  were  the  earlier  Florentines  who  portrayed  the 
Madonna  in  the  likeness  of  a  human  mother.  But  the  sheer 
fulness  and  joy  of  life  which  dominates  his  whole  mind  and 
penetrated  into  every  detail  of  his  expression,  while  it  was  for  him 
as  natural  an  attribute  of  the  divine  mother  as  any  of  the  qualities 
with  which  the  earlier  men  had  endowed  their  ideal,  is,  in  fact,  too 
completely  human  to  satisfy  as  the  fitting  clothing  of  a  divine 
figure.  Every  man  in  the  presentation  of  his  ideal  must  take 
his  fortune  in  his  hands  and  strive  honestly  for  realisation  whether 
he  is  to  hit  or  miss  an  ideal  which  other  men  can  share.  To  some 
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extent  Raphael  lias  done  that  in  this  picture,  but  by  exerting  all 
his  immense  powers  to  make  the  Madonna  human,  he  has  neces- 
sarily ended  by  making  her  too  much  a  woman. 

The  interpretation  of  ideal  types  depends  so  much  upon 
individual  taste  that,  were  it  not  for  the  other  representations 
of  the  Madonna  and  Child  which  Raphael  himself  produced, 
it  would  be  hypercritical  to  find  fault  with  the  features  of  this 
picture.  There  is  no  need  to  import  general  conceptions  as  to 
the  proper  method  of  representing  the  Virgin  into  the  apprecia- 
tion of  the  group.  Had  the  faces  been  ugly  or  depraved  they 
would  have  recommended  themselves  to  the  Jlite.  As  it  is, 
they  may  be  ignored  if  they  are  not  liked,  accepted  if  they 
satisfy.  They  do  not  interfere  in  the  least  with  the  virtues  of 
the  painting  as  a  sheer  delineation  of  human  action.  Where, 
as  in  the  '  Sistine  Madonna,'  excellence  of  human  form  can  be 
welded  with  significance  of  superhuman  character,  so  much  the 
better.  But  where,  as  here,  the  portrayal  of  a  human  action 
remains  purely  human,  the  emotions  from  which  it  springs  are 
too  valuable  to  be  quenched  by  any  sense  of  comparison  or 
loss.  The  art  of  the  '  Madonna  della  Sedia '  may  not  be  the 
highest  art,  but  it  is  after  all  the  art  of  by  far  the  greatest 
number  of  painters,  and  there  is,  besides  the  superb  power 
of  fashioning  and  displaying  the  beauties  of  the  human  form, 
so  much  of  Raphael's  own  dignity,  breadth  and  largeness  in  the 
choice  of  the  forms  themselves,  that  it  is  supererogatory  to  regret 
that  the  tenderness  of  the  human  mother  and  the  wonder  of 
the  human  child  are  not  combined  with  a  greater  reserve  and 
loftiness  in  their  attitude.  For  these  qualities  it  is  possible  to  go 
to  earlier  Madonnas  of  Raphael's.  Here,  just  as  in  the  '  Sistine 
Madonna'  the  idea  of  the  supernatural  appearance  burst  open 
the  conventional  bonds  of  earlier  hieratic  pictures  and  produced 
a  culmination  of  mystic  visual  effect,  the  human  qualities 
Raphael's  earlier  groups  proved  too  strong  for  their  modest  settii 
and,  for  once  only,  ended  in  a  riot  of  purely  human  emotion. 
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The  counterpart  of  the  *  Sistine  Madonna '  among   Raphael's 
portraits  is  not  to  be  found  in  any  of  the  pictures  of  women  which 
are   attributed  to   him,   but   in  the  bust  of  his  life-long  friend 
Baldassare  Castiglione   which   is  now  in  the  Louvre.      Painted 
about  1516  (Plate  cxxxvm.),  if  it  be  the  picture  referred  to  in  a 
letter  from  Bembo  to  Bibbiena,  and  not  one  of  the  other  portraits 
of  the  same  man  which  are  spoken  of  in  contemporary  and  later 
documents,  it  would  be  of  about  the  same  date  as  the  '  Bath-room 
of  Bibbiena '  and  perhaps  the  '  Galatea '  fresco,  and  its  date  may 
possibly  be  taken  as  fixing  that  of  the  '  Sistine  Madonna '  itself. 
In  any  case  the  portrait  shows  the  same  qualities  of  colour  and 
of  easy  handling  that  occur  in  the  '  Sistine  Madonna,'  while  the 
colour  scheme  of  delicately  toned  greys  and  blacks  against  a  grey 
background  is  so  completely  in  the  modern  taste  that  this  portrait 
has  become  almost  the  favourite  among   all   Raphael's  pictures. 
But,  remarkable  as  it  is  in  its  colour  and  modelling,  these  are  not 
the   only   qualities   which    give    the    picture   value   or   make    it 
characteristic  of  Raphael's  work.      Its  simple  lines,  full  drapery, 
easy  disposition,  and  above  all  the  absence  of  any  studied  effect, 
either  of  sentiment  or  of  posture,   make   it   an   epitome   of  all 
Raphael's  artistic  qualities.     Castiglione   was   not  like  Julius   n. 
in  possessing  features  which  overwhelmed  the  picture  and  only 
needed   adequate   representation   in    order  to   inspire   a   master- 
piece.    His  face,  while  it  was  handsome,  kindly  and  witty,  had 
not  the  marked  characteristics  of  feature  or   of  expression   such 
as  the  painter  habitually  loves  in  a  sitter  because   they  can   be 
seized  readily  and  form  an  immediate   motive  which    dominates 
the  whole.     His  face  might  appear,  as  the  portrait  would  appear, 
commonplace,  and  far  too  human  for  the  artist  to  rejoice  in.     This 
was  Raphael's  opportunity,  for  art  to  him  never  meant  the  odd 
or  the  out  of  the  way,  but  always  the  complete  and  the  universal. 
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Apparently  without  the  least  consciousness  of  the  magnitude 
of  the  task  before  him,  Raphael  attacked  his  subject  with  perfect 
•simplicity.  He  makes  no  effort  to  reduce  his  sitter  to  any  formula 
of  portrait  painting,  nor  seeks  among  his  many  moods  for  an 
expression  which  is  striking  and  characteristic.  He  sets  forth 
to  paint  the  whole  man,  as  others  see  him,  even,  perhaps,  as  he 
sees  himself.  The  excellence  of  the  picture  as  a  portrait  is 
attested  not  only  by  Bembo's  words — they  indeed  state  that 
the  lost  portrait  of  Tebaldeo  far  excelled  this — but  also  by 
Castiglione's  own  epigram1  upon  the  picture.  Naturally,  therefore, 
he  portrays  his  sitter  in  a  moment  of  complete  external  repose, 
when  all  the  moods  and  characteristics  of  the  sitter  are  in 
potentiality  or  subdued  activity.  All  action  in  art  is  a  limitation  -. 
of  character,  because  to  make  a  moment  permanent  is  to  give 
it  over-emphasis,  and  no  motion  of  so  complex  a  being  as  man 
can  be  an  action  of  the  whole.  The  eyes  are  wide  open  and- 
pensive,  the  lips  are  closed  in  a  slight  smile  ;  no  words  are  passing, 
and  the  thought  that  is  at  work  behind  the  eyes  is  indeterminate. 
These  were  the  characteristics  of  the  Virgin's  head  in  the  *  Sistine 
Madonna,'  for,  there  as  here,  Raphael  was  searching  for  an 
expression  which  might  be  complete,  and  giving  to  the  ideal 
head  of  the  woman  the  same  universality  as  he  finds  here  in 
the  features  of  his  friend. 

To  appreciate  the  exact  quality  of  the  brownish  skin,  the 
brilliant  blue  of  the  eyes,  and  the  tender  modelling  of  face  and 
hair  and  feature  (note  especially  the  oblique  setting  of  the 
eye),  it  is  necessary  to  study  the  picture  itself.  But,  in  general, 
the  pictorial  qualities  which  belong  to  the  portrait  are  those  which 
correspond  most  closely  to  its  intellectual  conception.  This  is 
everywhere  the  case  with  Raphael,  and  it  is  the  secret  of  his 
paramount  position  among  painters,  but  it  can  nowhere  be  so 
easily  observed  as  in  this  portrait,  because  nowhere  else  is  the 
Held  at  once  so  limited  and  so  familiar.  The  broad,  simple  coloi 

1  Passavant,  ii.  p.  164,  from  the  works  of  Fulvia  Morata.     Venice,  1634. 
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scheme,  subdued,  but  frank  and  clear,  is  the  translation  into  the 
music  of  colour  of  the  expression  of  the  face,  the  harmonious 
and  easy  line  the  counterpart  of  an  open  character.  The  cool 
and  uniform  light  is  the  fitting  atmosphere  for  the  presentation 
of  a  character  when  nothing  is  to  be  hidden  and  nothing  over- 
emphasised. But  chief  of  all,  the  broad  and  dignified  treatment 
of  the  head,  the  easy  transitions  from  light  to  shadow,  the 
strong,  simple  modelling,  the  absence  of  all  insistence  upon  detail, 
with  at  the  same  time  the  utmost  delight  in  the  play  of  structure 
and  surface, — all  the  qualities,  in  short,  which  mark  off  the  '  Grand 
Style  '  from  the  haphazard,  the  affected  and  the  obscure, — belong 
immediately  and  entirely  to  this  thorough  comprehension  of  the 
whole  character  of  the  sitter  and  the  perception,  through  him, 
of  all  that  is  enduring  and  dignified  in  the  creation  of  which  he 
is  a  part. 

The  classic  breadth  of  the  portrait  of  Castiglione  recurs  in  the 
slightly  later  picture  of  the  two  Venetians,  Navagero  and  Beaz- 
zano  (Plate  cxxxix.),  which  is  in  the  Doria  collection  at  Rome, 
where  it  passed  for  long  under  the  anachronistic  title  of  Baldo 
and  Bartolo.  There,  in  spite  of  beauties  of  colour  and  unparal- 
leled mastery  of  paint  in  dress  and  background,  absence  of  the 
fluid  painting  and  a  certain  darkness  of  flesh-tints  have  caused 
the  picture  to  be  assigned  away  from  Raphael  by  many  critics. 
The  development,  however,  towards  a  tighter  and  more  solid 
texture  is  quite  in  keeping  with  other  pictures  of  Raphael,  and 
if  the  technique  of  the  *  Sistine  Madonna  '  and  the  '  Castiglione ' 
were  to  be  demanded  as  a  sine  qua  non  from  the  authentic 
pictures  of  Raphael,  his  paintings  would  dwindle  in  number 
until  they  scarcely  exceed  the  admitted  canvases  of  Giorgione. 
He  seems,  however,  if  the  portraits  alone  are  taken  into 
account,  to  have  varied  his  method  of  painting  with  his  sub- 
jects, as  freely  as  a  mastery  over  all  the  manners  of  his  pre- 
decessors would  allow  him.  Another  portrait  of  a  man,  the 
*  Unknown  Cardinal '  of  Madrid  (Plate  CXL.),  is  in  its  manner  inter- 
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mediate  between  the  Castiglione  and  the  Doria  pair.1  The  excess 
of  scarlet,  and  the  absence  of  all  relief  in  the  body,  which  were 
necessitated  by  the  robes,  diminish  the  general  attractiveness  of 
the  picture,  but  the  head  with  its  seriousness  of  expression,  firm 
modelling  and  dignified  treatment  is  remarkable  even  in  the 
Gallery  which  is  the  shrine  of  Velazquez  himself.  At  the  same 
time  this  portrait,  though  more  immediately  arresting  than  that 
of  Castiglione,  has  not  the  same  universal  value.  There  is  some- 
thing of  a  formula  in  the  treatment  of  the  eye-balls.!  They 
look  straight  at  the  observer  while  the  face  is  turned  sideways. 
This  attitude  occurs  in  almost  all  Raphael's  portraits  from  the 
earliest  of  all,  that  of  himself,  and  is  so  far  independent  of  the 
character  of  the  sitter  that  it  would  be  possible  not  to  recognise 
the  portrait  were  the  eyes  downcast  or  veiled.  In  this  detail  lies 
the  whole  difference  between  a  characteristic  which  is  universal 
in  the  abstract  and  one  which  is  both  universal  and  relative ;  but 
so  apposite  does  it  appear  in  this  portrait  of  the  Cardinal,  so  well 
suited  is  the  stern  glance  to  the  powerful  nose  and  firm  thin-lipped 
mouth,  that  it  is  scarcely  possible  to  say  whether  the  formula  was 
applied  because  it  was  a  cunning  and  easy  way  of  communicating 
life  to  the  picture  or  because  the  painter  had  found  the  occasion 
in  which  above  all  others  the  formula  was  a  strict  representation 
of  fact.  In  the  touch  of  sun  in  the  eye-balls,  and  in  the  modelling 
of  eyes  and  lips,  though  all  these  details  are  represented  in  a 
similar  manner  in  the  Castiglione  and  in  the  Doria  portraits,  there 
is  no  appearance  of  the  mere  application  of  a  formula  because  the 
drawing  and  the  painting  are  completely  without  mannerism  and 
are  nothing  but  the  signs  of  honest  comprehension  and  straight- 
forward expression. 

The  portrait  of  Leo  x.  with  Cardinals  Giulio  dei  Medici  and  dei 
Rossi  (Plate  CXLII.)  has  suffered  from  the  effects  of  time.  Vasari 

1  The  portrait  of  Giuliano  dei  Medici  (Plate  CXLI.),  the  original  version  of  which  appears 
to  be  in  private  possession  in  Berlin  (Fischel,  Preust.  Jahrb.,  xxviii.  2,  1907),  would  find  its 
place  here  if  one  may  judge  it  by  reproductions. 
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describes  it  with  ecstatic  admiration  for  the  details  of  still  life,  the 
velvets,  damasks,  silver  bell  and  the  ball  of  gold  on  the  chair,  and 
these  details  still  remain  to  show  the  scrupulous  care  which 
Raphael  could  exhibit  himself  or,  quite  probably,  demand  from 
Giovanni  da  Udine  or  another  assistant  when  they  were  required 
for  the  purpose  of  his  commission.  But  these  are  small  matters — 
though  they  make  up  the  whole  picture  for  modern  commentators 
as  well  as  for  Vasari — compared  with  the  painting  of  the  heads  and 
the  general  disposition  of  the  picture.  Here  time,  by  darkening 
the  shadows  and  throwing  the  lights  into  too  great  a  prominence, 
has  injured  the  modelling  of  the  heads,  and  has  so  far  ruined  the 
atmosphere  of  the  picture  that  the  three  heads  start  away  from 
the  background  with  too  marked  a  violence,  and  with  too  little 
relativity  of  values  among  themselves.  The  effect,  therefore, 
becomes  that  of  the  portrait  frescoes  in  the  room  of  the  *  Incendio 
del  Borgo,'  where  the  accessories,  especially  the  objects  of  metal, 
are  also  painted  with  scrupulous  care,  and  time  has  ruined  the 
total  effect.  Relief,  which  is  the  one  general  quality  noted  by 
Vasari,  clearly  must  have  been  the  central  intention  in  this 
picture,  marking  it  as  an  advance  upon  the  very  similar  arrange- 
ment in  the  fresco  of  Gregory.  But  it  has  disappeared  entirely 
save  from  the  still  life  in  the  foreground,  and  through  the  loss  of 
atmospheric  quality  the  figures  have  become  hard  and  wooden. 
They  appear  now  as  though  they  were  arbitrarily  brought 
together  into  one  frame,  and  their  studiously  quiet  attitudes 
and  the  absence  of  all  communion  in  their  gaze  or  their  postures 
make  them  appear  as  separate  portraits.  Light  would  have 
brought  their  figures  into  harmony,  and  thrown  their  char- 
acteristics of  form  and  feature  into  a  single  group  of  cunning 
concentration,  and  the  beauties  of  detail  in  the  dresses  and  the 
accessories  would  have  shown  but  as  minor  incidents  in  a  scheme 
of  receding  planes  and  masses  which  ended  in  the  vague  obscurity 
of  the  half-lit  chamber.  It  is  worthy  of  investigation  whether 
judicious  cleaning  of  the  picture  might  not  bring  it  forth  in  all 
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its  original  splendour,  but,  if  not,  this  portrait,  which  is  of  the 
most  capital  importance  both  for  the  intrinsic  interest  of  the 
sitters  and  its  attempt  to  bring  three  figures  with  all  the  luxury 
of  their  dress  into  one  solemn  architectural  setting,  must  stand 
with  the  frescoes  of  the  Vatican  and  the  *  Transfiguration '  as 
instances  where  the  very  greatness  of  the  effort  has  caused  its 
own  destruction. 

Precisely  the  same  fate  has  befallen  the  portrait  of  Giovanna 
of  Aragon  (Plate  CXLIII.)  which  was  painted  in  1518  for  the  King 
of  France,  and  for  the  same  reasons,  to  which  must  be  added  that, 
like  all  the  pictures  by  Raphael  which  were  in  the  collection  of 
Francis  I.,  it  has  suffered  the  further  injury  of  restoration.  Here 
too  the  intention  of  the  painter  was  to  give  the  figure  its  place  in 
and  relief  against  an  architectural  background,  and  thus  to  produce 
the  warmth  and  breadth  of  real  light  and  space  where  formerly 
either  the  background  had  been  left  blank,  or  its  features  cold 
and  as  prominent  as  the  principal  personage.  This  tendency  will 
be  further  considered  before  the  subject-pictures  in  which  it  is 
exhibited,  but  the  portrait  of  Giovanna  of  Aragon,  with  its  rich 
detail  of  stuff  and  jewellery  in  the  dress,  its  high  light  on  the  face 
and  its  colonnaded  background  with  receding  passages  of  light  is, 
in  its  small  scale,  an  admirable  example  of  a  novelty  in  treatment 
which  was  the  origin  and  foundation  of  the  whole  of  modern  oil 
painting.  It  is  principally  indeed  in  this  respect  that  the  picture  is 
noteworthy,  for,  beautiful  as  Giovanna's  features  are  in  themselves, 
her  face  shows  something  of  hardness  and  want  in  comprehension, 
which  is  due,  no  doubt,  to  the  fact  that  the  picture  was  painted,  as 
Raphael  said  himself,  from  a  drawing  by  one  of  his  pupils,  and  has 
not  therefore  the  unity  and  the  life  of  either  his  purely  imaginary 
heads,  or  the  portraits  of  men  whom  he  knew.  The  hands  also 
with  their  schematic  elegance  and  the  dress  and  accessories  may 
have  been,  as  Vasari  states,  executed  by  Giulio  Romano. 

Several  other  portraits  are  recorded  to  have  been  painted  by 
Raphael,  and  several  of  all  periods  are  ascribed  by  tradition,  or 
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attributed  by  critics  to  his  hand.  By  far  the  most  important  of 
these  is  the  bust  of  a  woman  in  a  white  dress  with  a  veil  thrown 
back  over  her  head  and  shoulders  which  is  in  the  Pitti  Gallery  at 
Florence  under  the  name  of  the  'Donna  Velata'  (Plate  CXLIV.). 
Morelli  first  attributed  the  picture  to  Raphael  partly  on  the 
strength  of  some  documents  which  have  not  come  to  light.  More 
still,  the  resemblance  of  the  head  to  the  type  which  Raphael  chose 
for  the  '  Sistine  Madonna,'  to  the  Magdalene  of  the  « St.  Cecilia,' 
even,  in  his  eyes,  to  the  '  Fornarina '  of  the  Barberini  palace,  caused 
him  to  divine  the  hand  of  Raphael  in  a  picture  which  he  acknow- 
ledged to  owe  all  but  the  head  to  some  pupil,  and  the  present 
state  of  the  head  itself  almost  entirely  to  the  restorer.  His  attri- 
bution has  been  almost  universally  accepted  by  recent  writers, 
who  find  with  him  in  this  picture  the  portrait  of  the  lady  who 
served  as  a  model  for  his  Madonnas,  and  whom,  as  a  natural 
inference,  they  identify  with  the  mistress  spoken  of  by  Vasari, 
and  the  '  Fornarina '  of  obscure  tradition.  Certainly  the  resem- 
blance exists  and  the  beaux  yeuoc  of  this  fine  head  may  well  have 
fascinated  the  most  scientific  of  higher  critics  into  forgetting  the 
caution  of  his  method.  But  the  resemblance  between  this  head 
and  that  of  the  '  Sistine  Madonna,'  apart  from  the  hair  and  the 
veil,  is  less  noticeable  than  that  between  the  '  Sistine  Madonna ' 
and  such  heads  of  the  Virgin  as  those  in  the  Madonnas  '  of 
Foligno,'  '  del  Pesce '  or  *  the  Garvagh.'  Moreover  a  resemblance 
in  type  is  the  very  poorest  of  reasons  for  inferring  a  community 
of  authorship,  since  a  portrait  showing  a  resemblance  with  a  noted 
picture  may  very  well  have  been  painted  by  another  man  under 
the  influence  of  the  picture,  and  in  the  head  itself  in  spite  of  the 
close  parallelism  of  many  of  the  forms  with  those  of  heads  in 
Raphael's  pictures,  there  is  a  want  of  structure  in  the  modelling 
and  a  protrusion  of  the  lips  and  eyes,  which  remove  the  picture, 
if  not  from  the  circle  of  Raphael's  work,  at  any  rate  from  the 
level  of  achievement  reached  in  the  'Sistine  Madonna.'  The 
likeness  to  the  Magdalene  in  the  '  St.  Cecilia '  is  hard  to  dis- 
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cover — it  is  noticeable  that  the  forms  of  the  ear  in  the  two  heads 
are  different — while  even  the  divination  which  saw  Raphael's 
hand  below  the  work  of  the  restorer  is  surpassed  by  the  miracu- 
lous power  of  vision  which  found  a  likeness  in  the  picture  to  the 
'  Fornarina.'  On  the  whole  therefore  it  is  necessary  to  suspend 
judgment  as  to  the  authenticity  of  the  picture.  If  it  be  Raphael's, 
it  is  at  any  rate  necessary  to  beware  of  identifying,  as  a  portrait 
of  any  lady  whom  tradition  may  have  coupled  with  his  name, 
a  head  which,  as  it  left  his  hands,  can  only  have  been  a  sketch 
upon  a  panel  without  body  or  hands. 

A  strange  feature  of  this  picture  is  that  the  general  position 
of  the  body,  and  in  particular  the  attitude  of  the  hands,  are 
repeated  in  other  contemporary  portraits  of  women.  The 
'Dorothea'  of  Berlin,  which  was  once  assigned  to  Raphael,  and 
now  rests  more  securely  under  the  name  of  Sebastiano  del 
Piombo,  not  only  shows  these  details  in  common,  but  also  has 
some  decided  resemblance  in  the  features  of  the  face.  Direct 
imitation  of  Raphael  would  not  be  surprising  in  Sebastian, 
but  such  fidelity  to  the  creation  of  a  pupil — for  the  hands 
and  dress  of  the  'Donna  Velata'  cannot  on  any  hypothesis  be 
credited  to  the  same  painter  as  the  face — is  almost  unthinkable. 
As  far  as  it  goes  this  resemblance  suggests  the  existence  of  a 
common  prototype,  and  this  theory  derives  more  probability 
through  the  repetition  of  the  attitude  in  the  '  Fornarina '  of  the 
Barberini  Palace  (Plate  CXLV.),  which,  though  it  is  inscribed  with 
Raphael's  name,  and  therefore  has  secured  itself  a  better  pedigree 
than  any  other  painting  by  Raphael  not  mentioned  by  Vasari,  is 
rejected  from  the  list  of  Raphael's  work  by  the  common  instinct 
of  every  layman  and  critic.  Even  in  the  seventeenth  century 
Fabio  Chigi  found  the  lady  ugly.  She  is  more  than  that.  What- 
ever the  painting  may  have  once  appeared  before  the  background 
of  green  leaves  and  the  touch  of  a  sky  in  the  right-hand  corner 
had  become  discoloured  into  an  uniform  black,  it  now  shows 
nothing  but  a  repulsive  hardness  of  feature,  outline  and  expression, 
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with  no  touch  of  delicate  painting  save  in  the  right  arm  and  hand, 
and  in  certain  passages  of  the  breast  and  abdomen.  Nothing 
could  be  less  plausibly  attributed  to  Raphael.  Yet  as  the  whole 
picture  remains  unexplained  and  entirely  foreign  to  our  taste,  it  is 
impossible  either  to  reject  it  as  his  or  to  assign  it  to  any  other 
painter.  It  always  remains  possible  that  he  painted  it  in  some 
mood  or  as  some  experiment  which  has  failed  to  make  itself  clear 
in  the  painting,  and  until  the  cause  of  the  strange  phenomenon  has 
been  explained  it  must  remain  as  an  isolated  anomaly.  Certainly 
the  attribution  to  Giulio  Romano — fadlis  descensus  of  every  writer 
upon  Raphael — is  not  convincing,  at  any  rate  not  if  the  somewhat 
similar  picture  in  the  Hermitage  at  St.  Petersburg,  which  was 
also  once  given  to  Raphael  is  his,  as  the  complete  resemblance  to 
his  other  work  would  suggest.  But  it  is  quite  possible  that  the 
whole  mystery  of  the  picture  is  due  to  no  other  cause  than  to  the 
inferiority  of  the  painter,  and  he  may  have  been  one  of  those 
converters  of  well-known  portraits  into  nude  figures  who  were 
responsible  for  the  repeated  versions  of  the  *  Mona  Lisa '  as  a 
leering  courtesan,  undraped.  In  that  case  the  prototype  of  both 
this  and  the  *  Donna  Velata,' — for  the  two  pictures  are  connected 
not  only  by  the  attitude  of  head,  shoulders,  and  arms,  but  even 
by  so  significant  a  detail  as  the  hanging  jewel  in  the  hair, — must 
be  sought  for  in  vain  among  the  pictures  that  are  now  lost. 

The  attribution  to  Raphael  of  the  many  other  portraits  which 
exist  under  his  name,  or  their  definite  rejection,  depends  entirely 
upon  the  general  conception  which  each  critic  forms  as  to  his 
character  and  development  as  a  painter.  Such  heads  as  that  of 
the  'Violin  Player'  (Plate  CXLVI.)  in  the  collection  of  Baron  von 
Rothschild,  or  the  traditional  '  Fornarina '  of  the  Umzi  are  now 
confidently  dismissed  from  the  catalogue  of  Raphael's  works  and 
assigned  to  Venetian  painters,  preferably  Sebastiano  del  Piombo. 
But  the  general  voice  of  tradition  which  persists  in  assigning  to 
Raphael  portraits  of  a  Venetian  character  is  not  to  be  disregarded 
so  lightly,  and  if  once  a  slight  alteration  in  the  current  view  of 
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Raphael  were  accepted,  and  something  more  of  a  Venetian 
moment  were  hypothetically  admitted  in  his  history,  the  balance 
of  evidence  would  again  turn  the  scale  against  Sebastiano,  and  these 
pictures  would  return  with  a  rush  to  Raphael.  Certainly  the  two 
men  worked  in  a  common  circle  of  ideas  for  long,1  and  the  influ- 
ence of  Venice  upon  Raphael,  which  may  be  observable  in  the 
change  of  style  during  the  painting  of  the  Heliodorus  rooms,  may 
be  attributable  either  to  his  influence,  or  to  that  of  the  many 
other  Venetians  whose  work  was  known  to  Raphael.  Giovanni 
da  Udine  came  to  him  from  Giorgione's  side,  and  is  credited  by 
Vasari  with  the  superbly  coloured  and  richly-toned  accessories  in 
the  altar-piece  of '  Saint  Cecilia,'  and  it  is  impossible  that  the  close 
friend  of  Titian's  patron,  Bembo,  could  have  been  unacquainted 
with  Venetian  portraits.  His  pupils  went  to  Venice  for  the 
colours,  and  he  who  searched  in  Roman  grottoes  and  among 
Greek  ruins,  corresponded  with  German  artists,  and  found  every- 
where lessons  to  be  learnt  in  the  furtherance  of  his  art,  is  not 
likely  to  have  overlooked  the  fact  that  more  than  the  raw  pigment 
could  be  found  in  Venice.  Certainly,  while  his  combination  of 
colour  with  chiaroscuro  was  not  a  lesson  learnt  from  Venetians 
but  rather  a  development  of  Leonardo's  practice  which  he  in  turn 
imparted  to  Venice,  his  essays  in  the  simpler  effects  of  harmonious 
colour  such  as  that  of  the  portrait  of  Castiglione  or  the  *  Sistine 
Madonna '  seem  based  on  Venetian  models.  If  that  is  the  case  he 
may  well  have  exhibited  at  times  a  liking  for  Venetian  forms 
which  was  not  confined  to  the  colour  alone,  and  among  the  innu- 
merable portraits  which  issued  from  his  studio  more  or  less  as 
the  work  of  his  hands  many  may  have  shown  such  approximation 
to  Sebastiano's  type  as  that  of  the  *  Violin  Player.' 

It  is  quite  possible  that  the  link  between  Venice  and  Raphael 
required  on  this  hypothesis  may  be  discovered  in  a  practically 
unknown  portrait  (Plate  CXLVII.),  which  is  in  the  collection  of  Lord 

1  Mr.  Ricketts  (Prado,  p.  107)  finds  Raphael  and  Sebastiano  working  side  by  side  in  the 
portrait  of  Navagero  and  Beazzano. 
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Leconfield  at  Petworth.  It  is  the  head  of  a  youth  traditionally 
described  as  a  portrait  of  Guidubaldo  of  Urbino,  and  is  stated  to 
have  been  bought  about  the  beginning  of  the  nineteenth  century 
from  the  Albani  collection  of  that  town.  It  shows  a  head  and 
shoulders  turned  slightly  to  the  left  (of  the  picture) ;  the  man  is 
clothed  in  a  black  hat,  a  black  dress  open  at  the  neck,  and  a  white 
frilled  shirt.  There  is  a  gold  button  on  the  dress  and  three  more  on 
the  hat,  and  the  one  hand  is  placed  at  the  breast  and  wears  a  grey 
glove.  The  background  is  green.  The  definitely  Raphaelesque 
character  is  the  attitude  of  the  eyes  which  look  straight  at  the  spec- 
tator from  the  half-averted  face,  exactly  as  do  those  in  the  majority 
of  his  portraits  and  in  the  *  Violin  Player.'  This  characteristic  is 
here  joined  to  the  long  upper  lip,  which  in  the  *  Violin  Player '  is 
taken  to  be  a  mark  of  Sebastiano's  manner,  although  such  a  feature 
may  well  be  characteristic  of  the  model  rather  than  of  the  painter, 
and  Raphael's  own  practice  could  vary  from  the  thin  lips  of  the 
'  Cardinal '  of  the  Prado  to  the  full  and  protruding  lips  of  Giulio 
dei  Medici  in  the  '  Portrait  of  Pope  Leo.'  None  of  these  charac- 
teristics, however,  would  suggest  Raphael  to  be  the  author  of  the 
picture  were  it  not  for  the  traditional  ascription  and  for  a  further 
fact  which  corroborates  the  generally  Raphaelesque  appearance 
of  the  picture.  The  description  of  the  sitter  as  Guidubaldo  is 
obviously  incorrect,  but  the  head  has  sufficient  likeness  with  that 
of  the  standing  youth  in  the  *  School  of  Athens,'  which  has  been 
traditionally  identified  with  Guidubaldo's  successor,  Francesco 
Maria,  to  make  it  not  impossible  that  the  name  of  the  Duke  only 
is  wrong,  and  that  the  picture  is  a  portrait  of  Francesco  painted  by 
Raphael  in  his  early  days  at  Rome.  It  is  far  from  the  purpose  of 
this  book  to  attempt  to  lay  down  such  an  hypothesis  as  a  fact,  but 
if  the  picture  should  be  accepted  as  justifying  the  theory — and  no 
proof  but  acceptance  is  possible — no  little  progress  would  be  made 
in  following  the  course  of  Raphael's  development.  In  any  case,  it 
is  among  the  so-called  Venetian  portraits  that  lost  Raphaels  will 
probably  be  found.  The  game  of  *  attributions '  is  at  present 
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pleasantly  occupied  with  pictures  of  the  primitives  who  answer 
readily  to  its  conventions  and  laws.  But  when  it  is  played 
with  pictures  of  a  later  date  it  will  be  among  the  portraits  of 
Raphael's  school  which  are  scattered  through  galleries  and  private 
collections  that  some  of  the  hottest  contests  may  be  most  con- 
fidently expected. 

xv 

The  true  opportunity  for  the  full  expression  of  Raphael's 
Roman  art  would  most  naturally  have  been  afforded  by  large 
subject  pictures  which  he  could  have  painted  in  oil.  Fresco 
gave  the  necessary  largeness  of  scale,  but  the  rapidity  of  execution 
which  it  demanded,  the  summary  methods  required  by  its  medium, 
prevented  it  from  being  accomplished  with  the  refinement  of 
touch  and  the  depth  of  light  and  colour  which  are  noticeable 
in  certain  of  the  simpler  Madonna  groups  and  in  the  portraits. 
This  fact  was  well  known  to  Raphael  and  his  contemporaries,  but 
instead  of  abandoning  fresco  as  a  medium,  they  devoted  their 
energies  to  engrafting  upon  it  the  means  and  methods  of  oil 
painting.  Something  of  an  experiment  in  this  direction  is 
already  to  be  noted  in  the  Sala  dell'  Incendio ;  the  hall  of  Con- 
stantine  was  to  have  been  completely  painted  in  oil,  while  in  the 
church  of  San  Pietro  in  Montorio  Sebastiano  did  actually  carry 
out  a  wall-painting  entirely  in  the  new  medium.  If  the  large 
*  Triumph  of  Bacchus '  which  Raphael  had  promised  to  paint  for 
the  Duke  of  Ferrara  and  was  upon  canvas  had  ever  been  executed, 
it  might  have  filled  the  gap.  But  as  it  is,  the  lesser  commissions 
for  altar-pieces  were  somewhat  disregarded,  and  they  now  exhibit 
as  many  shortcomings  through  the  execution  of  pupils  insuffi- 
ciently supervised  by  the  master,  as  the  frescoes  have  suffered 
through  the  ill  effects  of  time.  Nor  has  time  spared  these  since, 
as  in  the  case  of  the  portraits  of  Leo  and  Joanna,  some,  and  those 
the  most  characteristic,  have  lost  as  much  through  discoloration 
as  even  the  frescoes.  The  greatest  of  all,  the  one  picture  in  which 
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Raphael  was  to  have  summed  up  the  whole  course  of  his  power 
at  this  date,  the  '  Transfiguration,'  has  suffered  in  this  respect 
almost  as  much  as  it  has  through  the  untimely  death  of  the  painter 
which  left  it  incomplete. 

One  of  the  easel  pictures,  uncertain  in  its  date,  but  painted 
for  the  Count  Vincenzo  Ercolani  of  Bologna,  appears  from  its 
general  character  to  be  the  reproduction  on  a  small  scale  of  a 
design  intended  for  a  fresco.  This  is  the  *  Vision  of  Ezekiel ' 
now  in  the  Pitti  Gallery  (Plate  CLVI.),  a  small  picture  whose 
miniature  technique  and  opaqueness  of  colour  go  far  to 
destroy  its  true  qualities.  Malvasia,  the  historian  of  artists  at 
Bologna,  states  that  the  price  paid  to  Raphael  for  the  work  was 
eight  ducats.1  If  this  be  not  as  much  an  error  as  the  date  (1510) 
which  he  assigns  to  the  transaction,  the  smallness  of  the  price 
would  go  to  show  that  the  picture  was  not  regarded  as  an  inde- 
pendent work  but  only  as  a  coloured  sketch.  But  as  it  is,  even 
the  smallness  of  the  scale  cannot  hide  the  greatness  of  the  con- 
ception, and,  hard  though  the  colouring  may  be,  it  is  quite 
sufficiently  capable  to  serve  its  main  purpose  of  giving  light, 
shade  and  solidity  to  figures  which  require  these  qualities  above 
all  others  for  their  comprehension.  Relief  is  of  the  essence  of 
this  composition,  for  the  directions  of  the  lines,  the  incidents  of 
light  and  shade,  the  disposition  of  the  masses,  all  make  up  a  solid 
pyramid  of  interlacing  figures  which  floats  high  above  a  broad 
landscape  and  is  set  within  a  bold  and  luminous  sky.  This  is  a 
fitting  pedestal  for  the  towering  figure  of  the  deity,  whose  forms 
have  all  the  majesty  which  classic  art  had  found  in  the  maturity 
of  man,  and  whose  head  has  power  and  benignity  such  as  both 
mediaeval  and  classic  art  combined  in  attributing  to  supreme 
omnipotence.  Few  compositions  could  stand  the  strain  of  repro- 
duction upon  a  colossal  scale,  but  this  design  could  cover 

1  Felsina  Pittruhe,  i.  44.  For  the  coloration  of  drawings  see  the  letters  of  the  Bishop 
of  Adria  to  Alfonso  d'Este  (quoted  above)  of  21st  Sept.  1518.  Raphael  prays  the  Duke  not 
to  have  the  cartoon  of  the  St.  Michael  coloured. 
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satisfactorily  by  itself  even  so  prominent  and  immense  a  field 
as  the  east  wall  of  the  Sistine  chapel.  With  the  grandeur  of  its 
forms  and  the  freedom  of  the  movement,  together  with  the  depth 
of  its  relief  which  is  necessary  for  the  full  display  of  these  qualities, 
the  picture  is  an  embodiment  of  the  *  Grand  Style '  such  as,  with 
the  exception  of  Michelangelo's  creations,  no  other  painting  can 
present,  for  in  it  alone  the  subject  is  adequate  to  the  manner  of 
the  representation. 

A  comprehension  of  the  relief  of  the  picture  is  again 
required  for  the  proper  understanding  of  the  altar-piece  showing 
*  Saint  Cecilia  among  attendant  saints '  (Plate  CLVII.).  Here  some 
repainting  and  discoloration,  but  more  still  the  removal  of  the 
panel  from  a  dim  chapel  lit  by  a  light  above  to  an  open  gallery 
have  obscured  the  effect  of  concentrated  space,  which  is  the  first 
visual  quality  of  the  picture.  The  large  size  and  heavy  shadows  j 
of  St.  Peter  and  St.  Magdalen  afford  the  necessary  key,  and  if  j 
they  are  not  enough  to  bring  the  eyes  to  the  proper  focus,  the 
cunning  introduction  of  the  black  eagle  where  a  deep  shadow 
is  required  should  be  sufficient.  With  these  preliminary  steps 
made  clear — and  so  much  have  modern  eyes  become  accustomed 
to  the  comparative  flatness  of  Quattrocento  art,  that  these  details 
demand  explanation — the  way  is  set  free  for  the  direct  apprecia- 
tion of  the  more  obvious  qualities  of  the  picture,  the  grandeur 
of  St  Paul, — recalling  both  the  'Disputa'  and  the  tapestries, — the 
refined  head  of  St.  John,  and  the  ease  of  pose  and  rapt  expres- 
sion of  St.  Cecilia  herself.  Much  of  Peruginesque  tradition 
remains  in  her  upturned  gaze ;  she  is  indeed  a  later  and  richer 
counterpart  of  Raphael's  own  *  St.  Catherine '  in  the  National 
Gallery,  and  there  is  more  than  a  little  of  Perugino's  arbitrary 
arrangement  and  lack  of  unifying  action  in  the  group  of  figures. 
But  all  that  colour  and  form  could  lend  to  increase  the  force  of 
the  figures,  and  all  that  light  and  shade  could  do  to  bring  the 
actors  into  a  unity  of  real  vision,  have  been  brought  into  the  pic- 
ture from  Raphael's  richer  art.  Qualities  which  marked  off  his 
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'  Coronation  of  the  Virgin '  from  Perugino's  treatment  of  similar 
subjects  are  here  brought  to  fruition  ;  and,  since  the  faults  of  the 
picture  are  common  both  to  him  and  to  his  predecessors,  the 
virtues  which  mark  his  advance  can  be  observed  in  this  place 
more  clearly  than  in  other  works  where  they  are  joined  to  qualities 
which  are  foreign  to  the  earlier  painters.  Nor  is  it  alone  in  the 
principal  figures  that  Raphael  is  his  true  self  here.  The  instru- 
ments in  the  foreground,  richly  toned  and  fluid  in  surface  without 
bright  or  emphatic  colouring,  may  be,  as  Vasari  says,  the  work  of 
the  Venetian,  Giovanni  da  Udine.  The  blue  sky  has  apparently 
suffered  repainting  which  has  destroyed  the  whole  of  its  quality 
and  gone  far  to  ruin  the  atmospheric  effect  of  the  whole  picture, 
but  the  choir  of  angels  above,  though  somewhat  damaged,  shows 
how  completely  Raphael  could  preserve  the  graceful  movements 
and  choice  imagination  of  an  earlier  epoch  while  adding  the  new 
qualities  of  free  open  action  and  fluid  transparent  colour. 

The  greater  number  of  altar-pieces  commanded  from  Raphael 
had  for  their  subject  the  Holy  Family  with  attendant  figures  from 
their  immediate  circle.  These  pictures  fall  into  two  groups,  accord- 
ing as  the  figures  are  represented  as  standing  in  the  open  air  or 
within  a  chamber.  The  pictures  of  the  Prado  called  '  The  Pearl ' 
(Plate  CLVIII.)  and  the  'Holy  Family  under  the  Oak '  (Plate  CLIX.), 
and  the  '  Little  Holy  Family  of  Francis  the  First '  at  the  Louvre 
(Plate  CLX.  ),  belong  to  the  first  group ;  the  '  Madonna  dell'  Impan- 
nata '  of  the  Pitti  (Plate  CLXI.)  ;  the  '  Madonna  of  the  Rose '  (Plate 
CLXII.)  and  the  '  Madonna  del  Divin'  Amore '  (Plate  CLXIII.),  which 
occur  in  many  repetitions,  and  the  *  Large  Holy  Family  of  Francis 
the  First'  (Plate  CLXIV.),  belong  to  the  second.  In  either  group 
the  main  characteristic  is  the  full  pictorial  treatment  of  the  scene  ; 
in  the  one  the  deep,  carefully  composed  landscape,  with  its  light 
and  shade  on  foreground  and  on  broad  hill,  river  and  forest 
behind  ;  in  the  other  the  rich  shadow  of  the  interior,  with  its  light 
penetrating  through  a  window  and  falling  upon  the  heads  and 
drapery  of  the  figures  within.  Schemes  which  were  as  old  as 
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Italian  art  were  rethought  in  terms  of  actual  atmosphere  and 
space,  and  the  careful  composition  and  choice  of  effective  incident 
which  had  marked  the  earlier  attempts  to  group  the  figures,  the 
accessories,  and  the  features  of  the  landscape,  were  here  employed 
again  in  the  new  medium  and  with  greater  wealth  of  effect.  The 
pictures  are  the  culmination  of  a  tendency  which  had  already 
shown  itself  in  Raphael's  Florentine  period,  the  'Impannata' 
showing  a  transition  stage  from  the  comparative  coldness  of  the 
'  Chantilly  Madonna  '  to  the  warmth  of  the  '  Divin'  Amore '  and 
the  landscape  compositions  following  in  unbroken  series  from  the 
Perugian  to  the  ripest  Roman  days.  The  warmth  of  colour  and 
the  depth  of  the  effects  of  light  and  shade  enter  with  the 
Heliodorus  fresco,  and  show  perhaps  the  combination  of  some 
Venetian  influence,  such  as  is  observable  in  the  portraits,  with  the 
sense  of  dramatic  relief,  of  chiaroscuro,  which  was  foreign  to 
Venice  at  that  time,  and  is  merely  a  development  of  a  true 
Florentine  tendency  which  found  its  most  powerful  expression 
in  the  work  of  Leonardo. 

In  both  groups  there  is  a  further  common  characteristic  in  the 
air  of  excessive  animation,  and  in  the  restless  uneasy  lines  of  the 
figures.  The  suave  flowing  lines  and  equable  dignified  poses 
which  are  the  mark  elsewhere  of  Raphael's  more  characteristic 
pictures  are  here  present  only  intermittently,  and  are  drowned 
among  the  busy  limbs  and  tortured  drapery.  To  a  very  great 
extent  this  feature  is  due  to  the  discoloration  of  the  pictures,  and 
to  repainting,  which  have,  as  in  the  portrait  of  Leo  x.,  thrown  the 
shadows  and  the  lights  out  of  relativity,  and  produced  discords  of 
tone  where,  clearly,  the  uttermost  delicacy  of  gradation  was 
intended.  But  these  causes  are  not  alone.  The  restless  animation 
which  shows  itself  principally  in  the  figures  of  the  children,  in  the 
disposition  of  the  Madonna's  legs  and,  in  the  *  Large  Madonna  of 
Francis  the  First,'  in  the  figures  of  the  two  attendant  angels,  is  a 
studied  effect  springing  from  the  essential  conception  of  the 
groups.  Here  again  there  is  no  new  development,  such  as  is 
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commonly  and  superficially  supposed,  of  Raphael's  latest  and  more 
careless  days  at  Rome.  The  'Madonna  of  the  Lamb,'  with  its 
date  of  1506,  is  not  very  secure  evidence  of  the  existence  of 
these  characteristics  in  the  earliest  Florentine  days.  But  there  are 
not  only  sufficient  traces  of  this  restlessness  of  pose  in  the 
'  Canigiani  Madonna '  and  others  of  Raphael's  authentic  work  to 
show  that  the  tendency  was  permanent  in  Raphael  himself,  but 
also,  as  has  been  said  in  connection  with  these  works,  it  was  so 
constant  a  feature  in  preceding  art,  both  at  Florence  and  Perugia, 
that  it  was  natural  and  even  necessary  in  its  occurrence  in  Raphael's 
style.  To  make  the  Madonna  and  her  attendants  appear  living, 
and  to  give  her  the  graces  of  the  human  body  in  motion,  was  the 
whole  object  of  one  important  school  of  Italian  painting,  and, 
though  Raphael  could  impart  life  without  apparent  effort  in  the 
quiet  ease  of  his  figures,  he  necessarily  attempted  the  more  varied 
effects  of  his  predecessors  and  contemporaries.  A  considerable 
touch  of  floridity  was  always  a  mark  of  the  Italian  taste,  and 
lively  over-emphatic  gestures  are  as  proper  to  the  inhabitants  of 
the  southern  countries  as  they  are  repugnant  to  the  northern. 
Possibly  had  his  life  been  longer  Raphael  might  have  discarded  as 
unnecessary  the  air  of  troubled  vitality,  and  have  been  content  to 
pursue,  in  the  direction  already  shown  in  the  'Perla'  and  the 
'Divin'  Amore,'  the  effort  to  construct  a  living  group  with  the 
quietness  and  dignity  of  his  single  figures,  but  as  it  is,  he  was  still 
accepting  without  question  the  ideas  and  conventions  of  his  age. 
No  stronger  illustration  of  unmeaning  activity  will  be  found  than 
the  two  attendant  angels  in  the  '  Large  Madonna  of  Francis  the 
First,'  one  of  whom  stretches  over  St.  Elizabeth  to  crown  the 
Madonna  with  flowers,  while  the  other  bends  with  crossed  hands 
and  looks  with  adoring  eyes  out  of  the  picture.  Yet  both  of 
these  are  merely  conventional  figures  :  the  latter  recalling  a  work 
of  Leonardo,  the  former  being  nothing  more  than  an  extension  of 
|the  crowning  angel  who  was  placed  as  a  matter  of  course  in 
;Botticelli's  tondos  and  in  hundreds  of  other  compositions  of  the 
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Quattrocento.  Apposite  there,  because  the  whole  conception  is 
imaginary  and  outside  all  place  and  time,  these  figures  are  unneces- 
sary intrusions  among  the  general  realism  of  Raphael's  work,  and 
they  would,  in  all  probability,  have  been  flung  out  of  the  picture 
by  the  logical  force  of  Raphael's  imagination,  just  as  the  saints 
of  the  *  Madonna  di  Foligno '  were  crushed  out  of  the  '  Sistine ' 
by  the  power  of  the  central  figure,  had  the  conception  of  the 
Holy  Family  ever  reached  with  Raphael  the  ultimate  expression 
which  was  given  to  that  of  the  Madonna  in  Glory. 

Discoloration  and  repainting  detract  also  from  the  effect  of  the 
'  St.  Michael'  of  the  Louvre  (Plate  CLXV.),  in  which  passages  only 
of  delicate  fluid  colouring  in  the  flesh  and  much  force  in  the 
painting  of  Satan  and  the  background  remain  to  show  that 
originally  the  picture,  which  was  for  over  a  year  on  the  stocks  in  ] 
Raphael's  studio,  was  no  careless  production  of  other  hands.  This 
picture,  like  the  '  Holy  Family '  of  the  same  period,  is  a  striking 
instance  of  the  persistence  of  Raphael's  ideas,  and  of  the  changes 
in  visual  conception  which  his  ideas  underwent  during  so  short  a 
period  as  seventeen  years.  The  over-graceful  figure  of  the  young 
saint,  delicately  poised  over  his  recumbent  foe  is  essentially  the  ' 
same  in  idea  as  the  boyish  'St.  Michael'  who  stood  over  the  dragon 
in  the  dry  early  picture,  against  a  background  of  naively-painted 
burning  houses  and  blissful  souls.  In  this  development  there  is 
shown  the  whole  advance  from  the  art  of  the  Quattrocento  to  that 
of  the  high  Renaissance,  the  substitution  of  flesh  and  blood  for  aj| 
doll-like  figure,  and  of  full  depth  and  atmosphere  for  the  mere 
suggestion  in  coloured  outline  of  landscape  and  accessory.  One 
of  the  abiding  features  is  the  touch  of  floridity  which,  present  only 
as  a  mere  decorative  element  in  the  largely  lineal  composition  of 
the  earlier  picture,  becomes  oppressive  and  theatrical  when  joined 
to  full  realisation  of  the  human  form. 

Of  the  other  easel  paintings  which  belong  to  this  period,  the 
'  Christ  bearing  the  Cross '  of  the  Prado,  commonly  called  '  Lo 
Spasimo  di  Sicilia'  (Plate  CLXVL),  is  remarkable  chiefly  for  the 
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pathos  of  the  kneeling  Christ,  a  figure  said  to  be  inspired  by  an 
engraving  of  Martin  Schongauer.  It  would  be  interesting  to  trace 
German  influence  not  only  in  this  figure  and  in  the  crowded  rest- 
less composition  of  the  group,  but  also  in  the  over-expressive  and 
somewhat  ugly  men's  faces  in  this  and  kindred  pictures,  and  to 
carry  the  influence  further  back  to  the  days  of  Raphael's  youth 
when  Justus  of  Ghent  may  have  appeared  to  him  as  the  domina- 
ting personality  in  the  Castle  of  Urbino.  But  space  does  not 
permit  of  this,  and  it  is  enough  to  note  that  in  this  picture  crude 
colour  betrays  repainting  or  the  hands  of  assistants ;  and  the  restless 
composition,  which  now  detracts  from,  instead  of  emphasising,  the 
figure  of  Christ,  tells  not  so  much  of  hasty  composition,  as  of  a 
spatial  construction  which  time  has  ruined.  Yet  this  picture  was 
almost  certainly  careless  in  its  composition,  for  figures  are  repeated 
from  the  '  Deposition '  and  the  ceiling  of  the  Stanza  della  Segna- 
tura,  and  the  landscape,  which  is  dry  and  peopled  with  small  clear- 
cut  figures,  is  a  strange  return  to  the  methods  of  the  Peruginesque 
period.  On  the  contrary,  the  picture  of  the  *  Visitation '  (Prado 
also)  (Plate  CLXVII.),  shows,  like  the  late  Holy  Families  and  the 
'  Madonna  del  Passeggio,'  a  rich  landscape,  thoroughly  thought  out 
and  composed,  while  the  figures,  with  their  bald  haphazard 
presentation,  are  as  independent  of  their  background  as  were  any 
of  Perugino's  worst.1  The  head  of  the  Virgin  in  this  picture  is  the 
exact  counterpart  of  that  of  Giulio  Romano's  '  St.  Margaret '  at 
Vienna,  a  picture  which  shows  such  resemblances  with  and  diver- 
gences from  the  same  subject  in  the  Louvre  (Plate  CLXVIII.)  that 
they  may  be  taken  as  excellent  examples  of  the  methods  of  repro- 
duction employed  among  Raphael's  pupils  at  this  date.  Both  these 
pictures,  with  the '  St.  John '  (Plates  CLXIX.,  CLXX.)  of  which  similar 
variants  occur,  show  the  preoccupation  with  the  effects  of  a  strong 
light  upon  the  figure  against  a  dark  background  of  hill, — one 

1  Contemporaries  were  more  easily  satisfied  that  this  was  a  work  of  Raphael.  On 
April  2nd,  1520,  the  town  council  of  Aquila — where  the  picture  was — forbade,  by  decree, 
any  painter  to  make  a  copy  of  it.  Pungileoni,  Raphael  Santi,  p.  120. 
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patch  of  clearer  light  in  the  corner, — as  was  to  be  observed  in  the 
Holy  Families  and  in  certain  of  the  portraits  (the  *  Fornarina '  and 
*  Giovanna  of  Aragon ').  This  preoccupation,  together  with  the 
figure  of  St.  John,  proves  how  powerful  in  its  influence  upon 
Raphael  was  the  example  of  Leonardo. 


XVI 

All  the  qualities  possessed  by  these  easel  pictures  together 
with  the  greatest  of  the  virtues  of  the  tapestries  and  frescoes 
were  to  have  been  summed  up  in  one  oil  painting.  The  '  Trans- 
figuration' (Plate  CLXXI.),  painted  by  order  of  Giulio  dei  Medici 
for  a  church  in  Narbonne,  should  have  been  the  epitome  of 
Raphael's  art  when  freed  from  the  restrictions  of  fresco  technique 
and  the  smaller  scale  of  easel  paintings.  Such  indeed  it  appeared 
to  his  contemporaries,  but  now,  through  the  accident  that 
Raphael's  death  left  it  for  completion  by  his  pupils,  and  through 
the  ill  effects  of  time,  it  stands  so  much  an  epitome  of  all  the 
hostile  influences  which  beset  the  work  of  Raphael's  later  art  that 
more  thought  and  sympathetic  reconstruction  than  is  usually  given 
to  it  in  these  days  must  be  expended  for  its  true  appreciation. 

The  subject  of  the  picture  is  taken  almost  literally  from  the 
Gospel  of  St.  Matthew.  While  Peter,  James,  and  John  attended 
Jesus  upon  a  high  mountain  and  there  beheld  Him  transfigured  in 
a  white  light,  holding  talk  with  Moses  and  Elias,  the  other 
disciples  were  striving  below  in  a  vain  endeavour  to  heal  a 
stricken  boy  of  the  possession  of  a  devil.  The  two  actions  are 
synchronous  in  the  Holy  Story,  but  they  are  separate.  Possibly 
painters  had  already  placed  the  two  scenes  in  juxtaposition ; 
Raphael's  characteristic  power  of  unification  saw  the  action 
immediately  as  one.  As  in  his  early  picture  of  the  *  Corona- 
tion' as,  perhaps,  in  the  fresco  of  San  Severe,  certainly,  in  the 
*  Disputa,'  he  brought  heaven  and  earth,  which  had  before  been 
separate,  into  one  vast  unity  of  space  and  interest.  All  that  he 
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had  learnt  of  concentration  and  of  drama  in  the  decoration  of 
the  Stanze  and  in  the  tapestries  was  expended  in  the  grouping 
of  the  figures  below,  and  the  lessons  of  the  *  Sistine  Madonna ' 
and  the  '  Ezekiel '  went  to  the  making  of  the  glory  in  the  heaven 
above.  One  scene  embracing  heaven  and  earth,  a  space  as  wide  as 
the  firmament  and  figures  as  noble  as  traditions  of  classic  and 
modern  art  could  bring  into  being — these  were  the  elements  of 
Raphael's  conception  and  the  worthy  epitaph  to  his  own  life. 

Consideration  of  the  picture  must  be  prefaced  with  a  clear 
statement  that  to  look  for  Raphael's  hand  and  inspiration  only 
in  the  figures  of  Christ,  Moses,  and  Elias,  and  to  dismiss  the 
remainder  as  the  work  of  assistants,  is  to  miss  entirely  and  com- 
pletely the  whole  intention  and  purpose  of  the  picture.  Nothing 
but  the  assumption  that  the  clear  tones  of  the  *  Sistine  Madonna ' 
and  the  *  Castiglione  portrait '  are  the  only  true  and  characteristic 
mark  of  Raphael's  skill  is  responsible  for  the  conclusion,  and  this 
assumption  is  due  to  a  failure  to  understand  one  side  of  Raphael's 
genius  and  therefore  to  misinterpret  the  whole  of  the  *  Trans- 
figuration.' The  secret  key  of  the  picture  is  not  in  the  figures 
illumined  by  the  supernatural  light  above,  but  in  the  heads  and 
draperies  of  the  Apostles  on  the  left  below.  Raphael  was,  accord- 
ing to  the  tradition,  painting  this  picture  in  direct  emulation  of 
Sebastiano  del  Piombo,  whose  'Raising  of  Lazarus,' the  companion 
to  this  picture,  is  now  in  the  National  Gallery,  and  there  is  every 
sign  in  Sebastiano's  correspondence  that,  if  the  story  of  a  direct 
competition  told  by  Vasari  is  an  exaggeration,  the  rivalry  between 
the  two  painters  was  acute.  Yet  the  pictures  have  so  much  in 
common  that  the  rivalry  was  clearly  not  one  of  entirely  hostile 
methods  of  art.  Sebastiano  shows  an  attempt  to  reproduce  large 
spaces  by  means  of  figures  diminishing  in  the  landscape  similar 
to  that  of  the  right-hand  corner  of  the  '  Transfiguration,'  and 
his  direct  imitation  of  Raphael's  '  Disputa '  in  certain  figures  in 
the  centre  proves  that  he  desired  to  adopt  all  his  rival's  methods 
in  his  attempt  to  defeat  him.  It  is  in  other  elements  that  the 
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two  painters  chiefly  competed.  Raphael  desired  to  give  an 
exhibition  not  only  of  grouping,  movement,  and  wide  space, 
but  also  of  the  solid  and  brilliant  delineation  of  form  which 
was  the  truest  characteristic  of  Florentine  tradition,  and  the 
sharpest  contrast  to  the  sketchy  and  structureless  creations  of 
Sebastiano's  superficial  skill.  The  heads  of  the  Apostles  on  the 
left  are  therefore  carefully  and  firmly  modelled  with  the  high 
lights  and  well-marked  shadows  which  belong  to  Leonardo's  art. 
They  are  the  counterparts  of  such  portraits  as  that  of  Navagero 
and  Beazzano,  and,  with  their  firm  but  brilliant  draperies,  care- 
fully shaded,  and  falling  in  broad  folds,  they  recall  the  careful 
painting  and  the  exquisite  modelling  of  Leonardo's  '  Virgin  of 
the  Rocks.'  The  blue  cloak  of  one  of  the  Apostles  with  the 
ivory  light  upon  his  face  is  by  itself  a  proof  of  the  direction 
in  which  Raphael's  mind  was  working  at  this  time. 

This  corner  of  the  picture  gives  a  further  clue  to  the  original 
intention  which  only  the  darkening  of  the  shadows — Raphael's 
universal  bane — has  caused  to  require  explanation.  The  dark 
background,  which  was  much  less  dark  originally,  was  meant 
to  act  as  a  counterfoil  to  the  high  lights,  after  the  manner,  again, 
of  Leonardo,  and  in  the  method  which  Raphael  had  used  in 
many  pictures.  The  right-hand  corner,  with  its  dip  in  the 
mountain  and  its  view  of  sky  and  landscape,  is  exactly  similar 
to  that  of  the  *  St.  John.'  But  the  main  light  falls  from  the 
supernatural  radiance  of  the  bright  cloud  and  strikes  more  boldly 
upon  the  figures  of  the  Apostles  as  they  advance  into  the  fore- 
ground. Still  tightly  painted,  with  clear  emphasis  upon  each 
detail  of  form  and  drapery,  these  figures  form  a  vivid  fore- 
ground, and  by  their  gradual  disappearance  into  the  darkness 
they  construct  steps  of  atmospheric  values  into  the  brilliance 
of  the  upper  figures.  Nor  do  their  attitudes  contradict  the 
essential  effect  of  relief  which  everything  in  their  lighting  and 
colour  is  intended  to  produce.  The  motive  of  the  repeated 
arms  had  been  used  before  by  Raphael  in  the  'Deposition,* 
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and  in  the  rows  of  figures  which  he  placed  in  Tapestries  and 
frescoes,  but  never  with  such  an  effect  as  here,  where  it  combines 
with  light  and  shade  to  carry  the  eye  from  the  nearest  foreground 
into  the  centre  of  the  picture.  The  figures  on  the  right  are  those 
which  are  the  least  successful,  those  in  the  background  being 
perhaps  entirely  the  uncorrected  efforts  of  his  pupils,  and, 
strangely  enough,  coming  nearer  to  Sebastiano's  manner  than 
to  that  of  the  remainder  of  this  picture.  The  figure  of  the 
father  is  overstrained,  while  the  mother  appears  artificial  with  the 
reminiscences  in  her  classic  pose  of  the  foremost  woman  in  the 
fresco  of  '  Heliodorus.'  But  even  here,  if  Time  had  not  darkened 
all  the  shadows,  the  figures  would  fall  so  naturally  into  their 
place  in  the  general  scheme  of  the  picture  that  it  would  be 
supererogatory  to  inquire  whether  they  were  the  work  of  Raphael 
himself  or  of  his  pupils.  The  look  of  anguish  and  despair  in  the 
father's  eyes  and  the  agony  of  the  possessed  boy  would  be  not 
a  whit  too  powerful  if  the  eye  swept  naturally  through  the 
group  between  the  superb  figures  of  the  Apostles  and  the  radiance 
of  the  space  above.  But,  as  it  is,  even  the  foreground  has  become 
darkened  until  the  tree  stump  and  the  once  luminous  water 
below  the  figure  of  the  Apostle  in  the  corner  are  almost  as  dark 
and  dead  as  the  shadows  of  the  hill.  It  is  no  wonder  that  the 
picture  falls  now  into  two  distinct  halves — and  the  surprising 
unity  of  the  conception  which  was  remarked  by  Goethe  has  so 
far  vanished  that  at  the  first  view  only  the  dignity  and  tender- 
ness of  a  few  heads  are  apparent  in  the  general  disruption  of  the 
picture — nor  that  critics  can  fasten  upon  fragments  and  quarrel 
over  their  attribution  among  Raphael's  various  pupils  without 
reference  for  a  moment  to  the  spirit  and  intention  of  the  whole. 

But  the  unity  of  the  picture,  once  seized  by  the  spectator, 
becomes  the  greatest  and  most  resounding  note  of  Raphael's 
entire  achievement.  It  would  be  in  some  respects  more  appro- 
priate to  his  genius  were  his  final  and  consummate  work  one  of 
those  scenes  of  quiet  and  general  splendour  which  show  his  happy 
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temperament  in  its  fullest  expression.  The  *  School  of  Athens,' 
the  '  Sistine  Madonna,'  and  the  '  Portrait  of  Castiglione '  are 
therefore  in  many  ways  the  supreme  note  of  Raphael's  achieve- 
ment. But  the  '  Transfiguration '  has  its  centre  in  such  a  scene 
as  this,  and  there  is  in  the  picture,  besides,  the  sense  of  contrast 
and  concentration  and  the  dramatic  employment  of  light  and 
shade  which  are  no  less  part  of  Raphael's  full  genius.  Nor  is  it 
without  a  general  appropriateness  and  the  necessary  note  of  tragic 
sadness  that  the  crowning  work  of  Raphael's  busy  and  happy  life 
should  have  been  cut  short  before  it  reached  completion ;  that 
Death  should  have  introduced  a  jarring  strain  into  the  full  web 
of  his  imagination,  and  Time  dealt  hardly  with  a  creation  which 
was  too  perfect  to  endure. 


Little  is  known  of  Raphael's  life  save  for  the  evidence  of 
his  pictures,  but  those  who  know  Rome — and  they  alone  know 
anything  of  Raphael — can  feel  that  when  he  chose  the  Pantheon 
for  his  last  resting-place  he  was  embodying  in  his  choice  the  full 
expression  of  his  life  and  his  desires.  In  the  splendour  of  light 
radiating  through  the  circles  of  an  expanding  dome,  in  the 
simplicity  of  a  brilliance  proceeding  through  a  single  opening  from 
the  sky  above,  and  led  by  cunning  steps  of  shadow  and  light 
along  the  concave  walls  until  it  brings  the  simple  circular  floor 
into  the  likeness  of  a  world  as  wide  as  the  great  heaven  above, 
there  is  the  symbol  of  his  whole  nature.  Spaciousness,  unity, 
and  totality  are  there ;  an  evenness  of  temperament  that  led  to 
an  admiration  of  all  that  could  be  admired,  and  an  effort  towards 
a  simple  comprehensive  ideal  which  would  resolve  all  doubt  and 
multiplicity  into  an  all-embracing  universe  of  perfection.  This 
is  the  ultimate  appearance ;  but  if  the  dome  of  the  Pantheon  is 
examined  more  closely,  it  will  be  found  that  the  large  and  simple 
impression  is  produced  not  by  the  presence  of  simplicity  itself, 
but  by  the  most  skilful  use  of  the  most  complex  means.  The 
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rounded  canopy  of  the  roof  is  no  pure  dome  at  all,  for  if  it  were 
it  would  not  so  appear.  It  is  so  small  and  squat  an  edifice  that 
from  outside  it  shows  no  line  or  mass  such  as  would  give  a  hint 
of  the  magnificence  within.  The  whole  effect  is  produced  by 
the  subtle  use  of  diminishing  panels,  each  of  which  is  set  in  a 
moulding  of  such  varying  depth  that  the  light  from  the  orifice  at 
the  top  cuts  across  each  diagonally,  and  forms  lines  of  light  and 
shadow  which  sweep  in  converging  curves  from  the  springing  of 
the  dome  to  its  summit.  Thus,  by  subtle  knowledge  of  light 
and  shade  the  impression  of  a  perfect  circle  is  produced,  and 
within  a  restricted  and  ignoble  space  the  art  of  man  has  created 
the  image  of  the  most  majestic  work  of  nature,  the  enveloping 
firmament  of  earth  and  sky. 

Generations  of  experience  were  needed  to  arrive  at  the  degree 
of  knowledge  which  was  required  for  the  production  of  this 
effect,  and  it  needed  the  supreme  glory  of  Augustan  Rome  to 
inspire  men  with  the  desire  to  make  use  of  this  experience,  and  to 
find  expression  for  their  emotion  in  this  architectural  form. 
Similarly  Raphael  needed  the  labours  of  earlier  men  to  lead  up 
to  the  apparent  ease  and  simplicity  of  his,  in  fact,  most  com- 
plicated achievement,  and  he  required  for  his  conception  of  unity 
and  perfection  the  proud  happiness  and  glory  of  the  great  days 
of  Papal  Rome.  Alike  in  this,  also,  to  the  perfect  sphere  of  the 
Pantheon,  it  is  an  illusion,  this  universe  of  his,  in  which  great  men 
move  greatly  among  magnificence,  and  large  palaces  cover  their 
heads  from  day,  or  their  eyes  sweep  over  broad  landscapes  in 
which  hills  and  trees  fall  into  well-proportioned  masses  and  large 
spaces  of  light  and  shade ;  where  colour  is  clear  in  its  harmony, 
and  form  is  strong  with  elegance,  and  there  is  no  doubt  nor 
indecision,  no  trouble  nor  despair.  It  is  an  illusion  of  a  great 
mind  moving  and  living  among  great  minds  at  one  moment  in 
the  world's  history  when  there  was  unity  among  men.  It  is  an 
ideal  born  of  misunderstanding,  but  it  is  a  monument  not  only 
of  a  happy  moment  when  Papal  Unity  seemed,  to  some  few  at 
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least  of  those  who  lived  at  the  day,  the  solemn  realisation  of  all 
that  was  good  and  powerful  upon  the  earth,  when  Christianity 
and  Paganism  seemed  to  combine  in  one  fine  harmony  of  truth 
and  beauty,  but  it  is  also,  and  in  this  aspect  it  is  no  way 
superficial,  a  realisation  of  men's  longings  and  aspirations  through- 
out the  struggles  and  distress  of  life.  Incomplete  as  the  content 
of  the  idea  may  be,  imperfect  as  it  is  as  a  picture  of  the  whole 
of  life  and  of  all  activity,  its  form  and  its  endeavour,  its  freedom 
and,  above  all,  its  essential  and  permeating  happiness  are  true  and 
everlasting.  Michelangelo  or  Signorelli  do  better  in  their  glori- 
fication of  turmoil,  distress,  or  horror,  to  remind  us  that  when 
Raphael  worked  the  Papacy  was  throwing  away,  through  its 
splendour  and  luxury,  the  sympathies  of  great  and  grave  minds, 
and  alienating  from  itself  all  that  was  freshest  and  most  full  of 
promise  in  European  life;  they  may  hint  of  the  forces,  both 
within  the  Papacy  and  without,  which  were  destroying  it,  and 
bringing  the  foreigner  into  Italy  and  within  the  walls  of  the 
city  itself.  Already  in  such  pictures  as  the  *  Transfiguration ' 
there  is  a  jarring  note,  as  of  failure  to  bring  hostile  elements 
into  the  general  unity  of  a  conception.  But  in  his  most  character- 
istic work  Raphael  was  unconscious  of  the  future,  and  regardless 
of  the  evil  already  present.  There  seem  to  be  times  in  the  life 
of  nations  as  in  the  life  of  individuals  when  the  greatness  of  the 
power  and  glory  blinds  with  its  own  serenity  and  magnificence, 
when  the  soul,  expanding  until  it  seems  to  be  conterminous  with 
the  whole  universe,  takes  no  care  of  the  powers  around  it  and 
above,  and  through  its  vices  and  weaknesses,  which  seem  to  be 
its  glory,  falls  heavily,  though  no  man  strikes  the  blow.  If  such 
a  man  could  sing  the  paean  of  his  greatness,  his  song  would  be 
the  picture  which  Raphael  drew  of  Rome,  and  though  it  would 
be  fraught  with  irony  and  incompleteness  for  those  who  knew 
the  story,  it  would  remain  the  one  great  expression  not  only  of 
human  but  of  universal  grandeur  which  the  world  has  seen. 
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LIST   OF  RAPHAEL'S    WORKS   IN  THE  ORDER 

OF  THE   PLACES   WHERE  THEY  ARE 

TO   BE  FOUND 

THE  purpose  of  this  list  is  to  show  readily  the  degree  of  authority  possessed 
by  each  picture.  Those  to  which  no  distinguishing  mark  is  given  are  as  well 
attested  as  is  possible  for  a  picture  to  be  (e.g.  the  'Large  Holy  Family  of 
Francis  i.')  or  have  become  essential  factors  in  the  conception  of  Raphael's 
artistic  character  (e.g.  the  '  Madonna  del  Granduca').  Where,  in  spite  of  such 
authority,  the  execution  or,  even,  the  complete  composition,  does  not  appear  to 
be  the  work  of  Raphael,  the  word  '  School '  is  appended.  Those  marked  with 
an  asterisk  (*)  are  ascribed  to  him  by  constant  tradition  but  are  for  various 
reasons  not  universally  accepted.  Those  marked  with  an  obelos  (*f*)  have 
been  attributed  to  him  in  the  past  century,  without,  or  with  an  unconvincing, 
tradition. 

The  list  cannot  pretend  to  be  complete,  nor  is  it  by  any  means  possible  in 
every  case  to  draw  an  absolute  line  between  *  ascription '  and  *  attribution.' 

An  attempt  is  also  made  to  indicate  the  pictures  which  have  suffered 
seriously  through  restoration  or  other  causes. 

The  letters  E.,  M.,  L.,  indicate  the  early,  middle  and  late  (Roman)  periods  of 
Raphael's  activity.  Approximate  dates  are  appended  where  they  can  be 
ascertained  from  contemporary  documents. 

ASOLO,  MONSIGNORE  BERTOLDI. 

fMadonna  della  Missione  (ML.  School). 

This  little  work  has  relationship  in  colour  and  composition  with  works  of  the 
'Florentine'  period,  and  in  details  of  drawing  with  the  e Madonna  del  Divin' 
Amore'  and  the  'Madonna  with  the  Rose.'  Its  origin  is  perhaps  a  drawing 
which  served  also  for  those  pictures  and  inspired  certain  works  of  Bacchiacca, 
who  has  been  suggested  as  the  painter  of  this. 

BERGAMO,  GALLERY. 

*St.  Sebastian  (E.).     See  p.  26,  Plate  LXXXVIII. 

BERLIN,  KAISER  FRIEDRICH  MUSEUM. 

fDiotalevi  Madonna  (E.).     See  p.  33,  Plate  xviu. 

Until  the  nineteenth  century  ascribed  to  Perugino. 
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BERLIN,  KAISER  FRIEDRICH  MUSEUM. 

•Solly  Madonna  (K.).     See  p.  S3,  Plate  xvn. 
fMadonna  with  Two  Saints  (E.).     See  p.  33,  Plate  xix. 
*Terranuova  Madonna  (EM.).     See  p.  69,  Plate  xxvi. 

The  attribution  of  these  pictures  depends  largely  on  drawings  which   are 
themselves  disputed. 
*Colonna  Madonna  (>i.).     See  p.  73,  Plate  xxx. 

BERLIN,  HULDSCHINSKY  COLLECTION. 

•Portrait  of  Giuliano  dei  Medici  (ML.,  1514).     See  p.  194,  Plate  CXLI. 

Late  copies  of  this  picture  were  ascribed  to  Raphael.     The  picture  itself  first 
reappeared  in  1866. 

BOLOGNA,  GALLERY. 

St.  Cecilia  (L.).     See  p.  204,  Plate  CLVII. 
Damaged. 

BOSTON,  Mrs.  GARDNER. 
•Pieta.     See  Plate  xv. 

Presumed  predellato  the  'Madonna  di  Sant'  Antonio.' 
•Portrait  of  Inghirami  (L.).     See  p.  140  w.,  Plate  CLII. 
See  Florence,  Pitti  Gallery. 

BOWOOD.     LORD  LANSDOWNE. 

•St.  John  Preaching  (E.).     See  p.  25. 

Supposed  predella  to  the  Ansidei  Madonna. 

BRESCIA,  GALLERY. 

•The  Blessing  Christ  (EM.).   See  p.  26,  Plate  vm. 

BUDAPEST,  GALLERY. 

*  Portrait  of  a  Young  Man  (EM.). 
Esterhazy  Madonna  (ML.).     See  p.  78,  Plate  xxxv. 
Unfinished ;  several  replicas. 

CHANTILLY,  MUSEE  CONDE. 

•The  Three  Graces  (E.).     See  p.  38,  Plate  xxn. 
The  Orleans  Madonna  (M.).     See  p.  74,  Plate  xxxi. 

CiTrA  DI  CASTELLO. 

St.  Nicholas  of  Tolentino  (E.,  1500-1).     See  p.  26,  Plate  ix. 

A  late  version  of  the  subject,  which  appears  to  derive  from  Raphael's  lost 
picture. 

•Banner  with  the  '  Creation  of  Eve '  and  the  *  Trinity/   See  p.  25,  Plate  vn. 
Damaged  and  restored. 

COOMBE  ABBEY,  EARL  OF  CRAVEN. 

^Portrait  of  a  Man  (L.).     See  p.  147  n. 

CRACOW,  CZARTORYSKI  COLLECTION. 

•Portrait  of  a  Man  (L.).     See  Plate  cxux. 
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DRESDEN,  GALLERY. 

The  Sistine  Madonna  (L.).     See  p.  180,  Plates  cxxxm.-cxxxv. 

FLORENCE,  PITTI  PALACE. 

*Portrait  of « A  Youth'  (EM.).     See  Plate  XLVI. 

Madonna  del  Granduca  (EM.).     See  pp.  31,  70,  Plate  xi. 
*La  Donna  Gravida  (M.).     See  p.  139,  Plate  XLVIII. 
•{•Portraits  of  Angelo  and  Maddalena  Doni  (M.).     See  p.  138,  Plate  XLVII. 

Restored,  and  not  quite  convincingly  identified  with  portraits  mentioned  by 
Vasari. 

Madonna  del  Baldacchino  (ML.).     See  p.  80,  Plate  xxxvi. 
Portrait  of  Julius  n.  (L.,  1511-12).     See  p.  139,  Plate  LXVII. 

Replicas.     See  Uffizi  Gallery  and  London  National  Gallery. 
Madonna  dell1  Impannata  (L.  School.).     See  p.  205,  Plate  CLXI. 
*Portrait  of  Inghirami  (L.).     See  p.  140  w.,  Plate  CLI. 
*Portrait  of  Bibbiena  (L.).     See  Plate  CLIV. 
•fDonna  Velata  (L.).     See  p.  197,  Plate  CXLIV. 
Madonna  della  Sedia  (L.).     See  p.  188,  Plate  cxxxvi. 
Vision  of  Ezekiel  (L.  (?)  School).     See  p.  203,  Plate  CLVI. 
Portrait  of  Leo  x.  and  Cardinals  (L.).     See  p.  194,  Plate  CXLII. 
*(Passage)  Portrait  of  Lorenzo  dei  Medici  (L.,  School).     See  Plate  CLV. 
Replica  at  Montpellier. 

UFFIZI  GALLERY. 

*Portrait  of  Raphael  (EM.  ).     See  p.  62,  Plate  XLV. 

Damaged. 

*Portrait  of  a  Woman  (EM.). 
Madonna  del  Cardellino  (M.).     See  p.  74,  Plate  xxxin. 

Damaged  and  restored. 
Portrait  of  Julius  n.  (L.,  1511-12).     See  p.  139,  Plate  LXXVI. 

One  of  several  replicas. 

*St.  John  the  Baptist  (L.,  School).     See  p.  209,  Plate  CLXIX. 
*La  Fornarina  (L.).     See  p.  199. 

HANOVER,  KESTNER  MUSEUM. 
*Portrait  of  a  Lady. 

LISBON,  GALLERY. 

*Miracle  of  St.  Cyril  (E.).     See  p.  25,  Plate  vi. 

Presumed  predella  to  the  Crucifixion.     See  Richmond. 

LONDON,  NATIONAL  GALLERY. 

The  Dream  of  the  Knight  (E.).     See  p.  38,  Plate  xxn. 
Ansidei  Madonna  (EM.,  1505-7).     See  pp.  32,  68,  Plate  xn. 
Madonna    di    Sanf   Antonio    (lent    by   Mr.   Pierpont    Morgan)  (EM.). 
See  p.  32,  Plate  xra. 
Repainted. 
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LONDON,  NATIONAL  GALLERY. 

St.  Catherine  of  Alexandria  (M.).     See  Plate  XLIV. 
Garvagh  Madonna  (ML.,  School).     See  p.  137,  Plate  LXXIV. 

Replicas. 

*Madonna  della  Torre  (ML.  (?)  School).     See  Plate  LXXV. 
Damaged.     Replicas. 

LONDON,  VICTORIA  AND  ALBERT  MUSEUM. 

Cartoons  to  the  Tapestries  (1515-16,  School).     See  p.  160,  Plates   ci- 

CXIII. 
Damaged  and  restored. 

LONDON,  BRIDGEWATER  HOUSE,  LORD  ELLESMERE. 

The  Holy  Family  under  the  Palm  (M.).     See  p.  83,  Plate  xxxvn. 
Bridgewater  Madonna  (M.L.).     See  Plate  cxxix. 

Damaged.     Several  replicas. 
*Madonna  del  Passeggio  (L.,  School).     See  p.  175,  Plate  cxxvi. 

LONDON,  DULWICH  COLLEGE  GALLERY. 

*St.  Francis  and  St.  Anthony  of  Padua  (E.).     See  Plate  xv. 
Predellas  to  the  '  Madonna  di  Sant'  Antonio.' 

LONDON,  MOND  COLLECTION. 

The  Crucifixion  (E.).     See  p.  24,  Plate  m. 
Inscribed. 

LONDON,  EARL  OF  NORTHBROOK. 

*Madonna  and  Child  (M.).     See  Plate  xxvn. 

LONDON,  MR.  CHARLES  NEWTON  ROBINSON. 

*Madonna  dei  Candelabri  (L.,  School).     See  p.  177,  Plate  cxxxi. 
Replica,  with  variations,  at  Baltimore  (Mr.  Henry  Walters). 

LONDON,  DUKE  OF  WESTMINSTER. 

*Madonna  with  the  Sleeping  Christ  (L.,  School).    See  p.  175,  Plate  cxxvin. 
Replicas.     Cf.  also  Louvre,  'Virgin  with  the  Diadem.' 

LONDON,  LORD  WINDSOR. 

*The  Road  to  Golgotha  (E.).     See  Plate  xiv. 
Predella  to  the  '  Madonna  di  Sant'  Antonio.' 

MADRID,  PRADO. 

The  Holy  Family  with  the  Lamb  (M.,  1507).     See  p.  82,  Plate  xxxv. 
Inscribed. 

The  Madonna  of  the  Rose  (L.,  School).     See  p.  205,  Plate  CLXII. 

Replicas. 

The  Madonna  with  the  Fish  (L.  School).     See  p.  176,  Plate  cxxx. 
« La  Perla1  (L.,  School).     See  p.  205,  Plate  CLVIII. 
The  Holy  Family  under  the  Oak  (L.,  School).     See  p.  205,  Plate  CLIX. 
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MADRID,  PRADO. 

The  Visitation  (L.,  School).     See  p.  209,  Plate  CLXVII. 

<Lo  Spasimo  di  Sicilia1  (L.,  School).     See  p.  208,  Plate  CLXVI. 

Portrait  of  a  Cardinal  (?  Alidosi)  (L.).     See  p.  193,  Plate  CXL. 

MILAN,  BRER  A. 

The  Betrothal  of  the  Virgin  (E.,  1504).     See  p.  27,  Plate  x. 
Inscribed. 

MONTPELLIER,  GALLERY. 

•{•Portrait  of  a  Young  Man. 

Repainted. 
*Portrait  of  Lorenzo  dei  Medici  (School). 

Replica,  Florence,  Pitti  Palace. 
I 
MUNICH,  ALTE  PINAKOTHEK. 

*Portrait  of  a  Boy  (E.).     See  p.  36. 

Inscribed ;  repainted, 
f  Baptism  and  Crucifixion  (E.). 

Tempi  Madonna  (E.).     See  p.  72,  Plate  xxvm. 

Repainted. 
Holy  Family  (E.).     See  p.  84,  Plate  xxxix. 

Identified  with  the  picture  painted  for  Domenico  Canigiani  (Vasari).     Re- 
painted. 

*Madonna  della  Tenda  (L.,  School).     See  p.  177,  Plate  cxxxvu. 
Repainted. 

*Portrait  of  (?)  Bindo  Altoviti  (L.).     See  Plate  CXLVIII. 
Repainted. 

NANTERRE. 

*Little  Madonna  of  Francis  i.     See  Paris,  Louvre. 

NAPLES,  MUSEO  NAZIONALE. 

Madonna  del  Divin'  Amore  (L.,  School).     See  p.  205,  Plate  CLXIII. 
One  of  several  replicas. 

*Portrait  of  Cardinal  Alexander  Farnese  (L.).     See  Plate  CLIII. 

. 
PANSHANGER,  LADY  COWPER. 

Little  Cowper  Madonna  (M.).     See  p.  71,  Plate  xxvii. 
Nicolini  Madonna  (M.,  1508).     See  p.  73,  Plate  xxix. 

PARIS,  LOUVRE. 

*St.  George  (E.).     See  p.  38,  Plate  xxni. 
*St.  Michael  (E.).     See  p.  38,  Plate  xxni. 
f  Apollo  and  Marsyas  (E.).     See  p.  40,  Plate  xxv. 
La  Belle  Jardiniere  (M.).     See  p.  75,  Plate  xxxiv. 
Inscribed ;  repainted. 
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PARIS,  LOUVRE. 

*Madonna  with  Diadem  (L.,  School).     See  p.  175,  Plate  cxxvn. 

Replicas. 

Large  Holy  Family  of  Francis  i.  (L.,  School,  1518).     See  p.  205,  Plate 
CLXIV. 

Repainted. 
*Little  Holy  Family  of  Francis  i.  (L.,  School).     See  p.  205,  Plate  CLX. 

Replicas. 

Madonna  of  Loretto  (L.).     See  p.  174,  Plate  cxxvi. 
One  of  several  replicas. 

*Madonna  with  the  Carnation  (L.). 
One  of  several  replicas. 

St.  Michael  (L.,  School,  1518).     See  p.  208,  Plate  CLXV. 

Repainted. 
*St.  Margaret  (L.,  School).     See  p.  209,  Plate  CLXVIII. 

Variant  by  Giulio  Romano  at  Vienna. 

*St.  John  the  Baptist  (L.,  School).     See  p.  209,  Plate  CLXX. 
Portrait  of  Baldassare  Castiglione  (L.).     See  p.  191,  Plate  cxxxvm. 
Portrait  of  Joan  of  Aragon  (L.,  School,  1518).     See  p.  196,  Plate  CXLIII. 
*Portrait  of  a  Young  Man  (L.).     See  Plate  CL. 
*Portrait  of  Two  Men  (L.).     See  Plate  CXLVI. 

PARIS,  BARON  ALPHONSE  DE  ROTHSCHILD. 

*The  Violin  Player  (L.).     See  p.  199  Plate  CXLVI. 

PERUGIA,  GALLERY. 

| Madonna  (E.).     See  p.  35,  Plate  xx. 

PERUGIA,  CHURCH  OF  SAN  SEVERO. 

Fresco — The  Trinity  (M.).     See  p.  85,  Plates  XL.,  XLI. 
Repainted. 

PETWORTH,  LORD  LECONFIELD. 

•Portrait  of  a  Youth  (L.).     See  p.  200,  Plate  CXLVII. 

RICHMOND,  SIR  FREDERICK  COOK. 

*The  Martyrs— The  Miracle  of  St.  Jerome  (E.).     See  p.  25,  Plate  v. 
Presumed  predella  to  the  Crucifixion. 

ROME,  VATICAN. 
Frescoes — 

Stanza  della  Segnatura,  Walls  and  Ceiling  (1509-11).     See  p.  113,  Plates 

XLIX.-LXXII. 
Damaged. 
Stanza  deir  Eliodoro,  Walls  and  Ceiling  (1511-14).     See  p.  141,  Plates 

LXXVIII.-XC. 

Damaged. 
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ROME,  VATICAN. 
Frescoes — 

Stanza  dell1  Incendio,  Walls  (1514-17,  School).     See  p.  157,  Plates  xcv.-c. 

Damaged ;  repainted. 
Stanza  di  Constantino,  Battle,  Justice  and  Comity  (1520,  School).     See 

p.  166,  Plate  cxvi. 

Loggia,  (1517-19,  School).     See  p.  167,  Plates  cxvu.,  CLXXIV.-CXCIX. 
Damaged ;  repainted. 

Bathroom  of  Cardinal  Bibbiena  (1516,  partly  School).     See  p.  168,  Plate 
cxvni. 
Damaged. 

Tapestries — 

Acts  of  the  Apostles  (executed  1517-19).     See  p.  161,  Plates  cn.-cxv. 
*Life  of  Christ  (School). 

The  Massacre  of  the  Innocents  (cartoon,  Parham,  Lord  de  la  Zouche)  con- 
nects with  the  engraving  by  Marcantonio  after  Raphael's  drawing,  and  a  picture 
at  Como  (Signora  Teresina  Bindi). 

ROME,  VATICAN  GALLERY. 

Coronation  of  the  Virgin  (E.).     See  p.  21,  Plate  i. 

Annunciation^ 

Adoration       J-predellas  to  the  Coronation.     See  p.  23,  Plate  11. 

Presentation  J 

Faith,  Hope,  and  Charity  (M.  1507).     See  Plate  XLIII. 

Predella  to  the  Entombment. 

Madonna  of  Foligno  (ML.).     See  p.  178,  Plate  cxxxn. 
Transfiguration  (L.,  1517-20,  partly  School).     See  p.  210,  Plate  CLXXI. 

ROME,  ACCADEMIA  DI  SAN  LUCA. 

*Putto  (fresco)  (L.).     See  Plate  xci. 
Repainted. 

ROME,  SANT'  AGOSTINO. 

Isaiah  (fresco)  (L.).     See  p.  154,  Plate  xci. 
Repainted. 

ROME,  STA.  MARIA  DELLA  PACE. 

The  Sibyls  (fresco)  (L.).     See  p.  155,  Plates  xcn.-xciv. 

Damaged  and  restored. 
The  Prophets  (fresco). 
Damaged. 

ROME,  STA.  MARIA  DEL  POPOLO. 

Dome  of  the  Chigi  Chapel  (executed  1516).     See  p.  99,  Plate  CLXXII. 

Design  for  Mosaic. 

Statue  of  Jonah  (executed  by  Lorenzetti).     See  p.  99,  Plate  CLXXIII. 
Wax  model  in  London  (Victoria  and  Albert  Museum). 
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ROME,  BARBERINI  GALLERY. 

The  Fornarina  (L.,  School).     See  p.  198,  Plate  CXLV. 
Inscribed. 

ROME,  BORGHESE  GALLERY. 

fPortrait  of  a  Man  (E.).     See  p.  36,  Plate  xxi. 
Entombment  (E.  1507).     See  p.  85,  Plate  XLI. 
Inscribed ;  (?)  repainted. 

ROME,  DORIA  GALLERY. 

*Portrait  of  Navagero  and  Beazzano  (L.,  1516).     See  p.  193,  Plate  cxxxix. 

ROME,  VILLA  FARNESINA. 

Galatea  (fresco)  (L).     See  p.  170,  Frontispiece. 

Damaged ;  repainted. 

Psyche  (spandrils  and  ceiling)  (L.,  partly  School).     See  p.  172,  Plates 
cxix.-cxxv. 
Repainted. 

ST.  PETERSBURG,  HERMITAGE. 

Connestabile  della  Staflfa  Madonna  (E.).     See  p.  33,  Plate  XVL, 
St  George  (E.M.,  1504-6).     See  p.  38,  Plate  xxiv. 

Inscribed. 

f  Crucifixion  (E.).     See  p.  25,  Plate  iv. 
Alba  Madonna  (M.L.).     See  p.  136,  Plate  LXXIII. 

Restored. 
*Madonna  with  Beardless  Joseph  (M.).     See  p.  83,  Plate  xxxvm. 

Restored. 
*Portrait  of  an  Old  Man.     See  p.  139,  Plate  CL. 

Repainted. 
*Frescoes  from  Villa  Mills  at  Rome  (L.).     See  p.  170. 

Enlarged  from  subjects  in  the  bathroom  of  Cardinal  Bibbiena. 
*Statue — Boy  with  Dolphin  (L.).     See  p.  99. 

VIENNA,  MUSEUM. 

Madonna  del  Prato  (M.).     See  p.  75,  Plate  xxxn. 
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SELECT  BIBLIOGRAPHY 

A  COMPLETE  Bibliography  up  to  1883  was  published  by  Eugene  Miintz,  Les 
Historiens  et  les  Critiques  de  Raphael.  Paris,  1883.  The  recent  bibliography 
of  each  picture  and  drawing  may  be  found  in  the  works  of  Gronau  and  Fischel 
quoted  below.  This  list  only  includes  the  most  important  and  comprehensive 
works  upon  Raphael,  or  works  valuable  for  the  documents  contained. 

PAOLO  GIOVIO,  Raphaelis  Urbinatis  Vita. 

First  printed  by  Tiraboschi,  Storia  della  Letteratura  Italiana.  Modena,  1787. 
See  Springer,  p.  312. 

G.  VASARI,  Le  Vite.     Florence,  1550. 

Ediz.  Milanesi,  Florence,  1878-1885. 

J.  P.  BELLORI,  Descrizione  delle  immagini  dipinte  da  Raffaello  d"1  Urbino.     Rome, 
1695. 

With  this  may  be  quoted  the  seventeenth-  and  eighteenth-century  guides  to 
Rome  by  Titi  (various  dates  and  titles)  and  Taja  (1712)  Descrizione  del  Palazzo 
Vaticano,  1750.  Their  information  with  additions  is  included  in  the  Seschreibung 
der  Stadt  Bom.  Stuttgart,  1832.  Most  valuable  for  indications  of  restorations, 
etc. 

A.  COMOLLI,  Vita  inedita  di  Raffaello  da  Urbino  iUustrata  con  note  da  Angela 
Comolli.     Rome,  1790. 

A  valueless  compilation  from  Vasari.  The  notes  alone  are  useful,  especially 
as  a  guide  to  the  earlier  literature. 

C.  FEA,  Notizie  intorno  Raffaele  Sanzio  da  Urbino,  etc.     Rome,  1822. 

QUATREMERE  DE  QuixcY,  Histoire  de  la  vie  et  des  ouvrages  de  Raphael. 

Several  editions  and  translations  in  different  languages.  Valuable  as  summing 
up  the  traditional  knowledge  of  Vasari  before  the  documentary  discoveries  of 
Pungileoni  and  Campori. 

L.  PUNGILEONI,  Elogio  Storico  di  Raffaello  Santi  da  Urbino.     Urbino,  1829. 

Gives  for  the  first  time  the  documents  from  Urbino.  See  also  his  Giovanni 
Santi,  1822  and  Timoteo  Viti,  1835. 
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J.  O.  PASSAVANT,  Rafael  von  Urbino  und  sein   Voter  Giovanni  Santi.     2  vols. 
1839.     Third  volume,  1858.     French  translation.     2  vols.     1860. 
Remains  the  foundation  of  all  modern  study  of  Raphael. 

G.  CAMPORI,  Notizie  inedite  di  Rqffaello  da  Urbino  (Storia  Patria  .  .  .  Modena 
e  Parma,  vol.  i.)  1863.     Gazette  des  Beaux- Arts,  1863. 

Notizie  e  documenti  per  la  Vita  di  Giovanni  Santi  e  di  R.  Santi 
(ibid.,  vol.  v.),  1870.     G.B.A.,  1872. 

F.  A.  GRUYEH,  Raphael  et  Vantiquite.     2  vols.     Paris,  1864. 

Essai  sur  les  Fresques  dt  Raphael  au  Vatican.     Paris,  1858. 
Les  Vierges  de  Raphael.     3  vols.     Paris  1869. 
Raphael,  Peintre  de  Portraits.     2  vols.     Paris,  1881. 

A.  SPRINGER,  Raphael  und  Michel  Angela.     Leipzig,  1878. 

The  third  edition,  1895,  remains  the  standard  German  life  of  Raphael. 

EUGENE  MUNTZ,  Raphael.     Paris,  1881. 

Several  later  editions  in  French  and  English.   To  be  consulted  as  a  picturesque 
account  of  Raphael  and  his  times. 

Une  Rivalite  d1  artistes  au  XV L  sitcle.     Paris,  1882. 
Les  Historiens  de  Raphael.     Paris,  1883. 
Les  Tapwseries  de  Raphael.     Paris,  1897. 

CROWE  and  CAVALCASELLE,  Raphael.     2  vols.     London,  1882. 

Biassed,  unattractive,  and  unnecessarily  long,  it  persists  in  holding  its  place 
through  the  completeness  of  its  information. 

O.  FISCHEL,  Raphaels  Zeichnungen.     Strassburg,  1898. 

Invaluable  as  a  catalogue  of  the  drawings  and  a  guide  to  the  literature  of  the 
subject. 

GRONAU  and  ROSENBERG,  Raphael.     Fourth  edition.     Stuttgart,  1909. 

The  notes  give  an  excellent  summary  of  modern  opinion  regarding  each 
picture. 
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ALBERTINI,  Memoriale,  58. 

Alfani,  Domenico,  supposed  connection  with 
'  Connestabile  Madonna,'  33  n  ;  letter  to, 
from  Raphael,  53 ;  works  up  a  sketch 
by  Raphael,  55,  84. 

Alfonso  d'Este,  Duke  of  Ferrara,  employs 
Raphael  to  collect  antiquities,  100 ;  cor- 
respondence with  agents  at  Rome  con- 
cerning commission  to  Raphael,  etc., 
103-107  ;  his  smoking  chimney,  109, 
111. 

Antiquities,  Raphael's  care  of,  for  Leo  x., 
96, 100,  101,  111. 

Architecture,  100,  111. 

Ariosto,  the  fSuppositi'  and  Raphael's 
scenery,  102. 

BACCIO,  58. 

Baglioni,  Atalanta,  55. 

Barile,  Gian,  95. 

Barrabal,  98. 

Bartolommeo,  Raphael's  uncle,  7. 

Fra,  relations  with  Raphael,  58 ;  in- 
fluence on  Raphael,  '  Madonna  del  Bal- 
dacchino/  81 ;  'The  Disputa,'  119,  120. 

Beato  di  Giovanni,  96. 

Beazzano,  98,  193. 

Bembo,  Pietro,  his  epitaph  on  Raphael,  1  n  ; 
at  Urbino,  61 ;  portrait,  62 ;  letters  to 
Bibbiena,  97,  100 ;  personage  in  Casti- 
glione's  '  Courtier,'  108. 

Berenson,  Bernhard,  67. 

Bernardina  Parte,  6. 

Bernardino  Mariotto,  32  n. 

Bibbieua,  at  Urbino,  61 ;  wishes  Raphael  to 
marry  his  niece,  95,  110 ;  his  bathroom, 
97,  168-170;  portrait  of  Joan  of  Aragon, 
101. 

Bini,  Bernardo,  100. 

Botticelli,  58,  143,  173. 

Brancacci  Chapel,  81,  123. 


Bramante,  and  Michelangelo,  57 ;  at  Rome, 
90 ;  death,  95  ;  portrait,  128. 

CAMBIO,  the,  at  Perugia,  8. 

Campori,  103,  etc. 

Canigiani,  Lorenzo,  59,  100. 

Canossa,  Louis  of,  61,  100. 

Cardinalate,  Raphael's  alleged  aspiration  for, 

108. 
Castiglione,  journey  to  England,   38 ;    the 

'Courtier,'  61,  108;   portrait,  97,  106, 

191 ;  praises  '  Loggia/  101 ;  letter  from 

Raphael,  94,  110. 
Castello,  Citta  di,  25. 
Cellini,  Benvenuto,  93,  107. 
Cesarino,  55,  93. 
Chigi,    Agostino,    golden    shields,   56 ;    at 

Rome,  91 ;  Farnesina,  93 ;  chapel  in  Sta. 

Maria  del  Popolo,  99  ;  death,  chapel  in 

Sta.  Maria  della  Pace,  102. 
Ciarla,  Simone,  6 ;  letters  by  Raphael  from 

Florence,  54,  60  ;  from  Rome,  95. 
Cibo,  Cardinal  del,  106. 
Colbordolo,  2,  159. 
Conti,  Sigismondo,  178. 
Costabili,  103-105. 

DEI  FAMILY,  59. 

Donatello,  '  St.  George,'  42,  48  ;  Padua  Re- 
lief, 72. 

Doni,  Angelo  and  Maddalena,  59  ;  portraits, 
138. 

Dossi,  Battista,  106. 

EASTLAKE,  Sm  CHARLES,  9. 
Elisabetta  Gonzaga,  4,  61. 
Eyck,  van,  3. 

FARNESINA,     93  ;     Galatea,    94,    171-173  ; 

stables,  99  ;  Loggia,  172. 
Federigo  Gonzaga,  Duke  of  Mantua,  4,  94. 
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Federigo  Montefeltre,  Duke  of  Urbino,  1. 

Filippino  Lippi,  58,  143  ;  '  Release  of  Peter/ 
158. 

Foligno,  179. 

Fornarina,  la,  110. 

Francesco  Maria,  Duke  of  Urbino,  60 ;  por- 
traits, 128,  201. 

Francia,  and  Timoteo  Viti,  9;  letter  from 
Raphael,  89. 

Francis  i.,  101,  104. 

GENOA,  GIROLAJUO,  56. 

German  influence,  209. 

Ghirlandaio,  Domenico,  58. 

Ridolfo,  58. 

Giocondo,  Fra,  95,  99. 

Giotto,  165. 

Giovanna  della  Rovere,  50,  60. 

Giovanni  Santi,  2  et  seq. 

Giovanni  da  Udine,  195,  200,  205. 

Giulio  Romano,  Monteluce  Coronation,  52  ; 
cartoons  in  the  Louvre  and  at  St.  Peters- 
burg, 162  ;  portrait  of  Joan  of  Aragon, 
196  ;  Barberini  Fornarina,  199  ;  portrait 
at  St.  Petersburg,  199;  St  Margaret, 
209. 

Granacci,  58. 

Guidubaldo,  Duke  of  Urbino,  4,  60. 

ISABELLA  D'ESTE,  Duchess  of  Mantua,  letter 
from  Elisabetta  Gonzaga,  4  ;  and  Peru- 
gino,  40 ;  is  promised  a  picture,  96 ; 
play,  102  ;  design  for  a  tomb,  109. 

JOANNA  OP  ARAGON,  101 ;  cartoon  for  por- 
trait, 105 ;  portrait,  196. 

Julius  n.  criticises  Stanza  dell'  Eliodoro,  64. 
Epoch,  89,  et  seq.,  portrait,  93,  138; 
Intrusion  into  '  Expulsion  of  Helio- 
dorus,'  143. 

Justus  of  Ghent,  3. 

LEO  x.  accession,  94;  Epoch,  94  et  seq. 
his  pomp,  102  ;  intrusion  into  '  Repulse 
of  Attila,'  149  ;  portrait,  194. 

Leonardo  the  Saddler,  letters  to  Michel- 
angelo, 99,  100. 

Leonardo  da  Vinci,  Exhibition  of  cartoons 
for  the  ( Signoria,'  49 ;  at  Florence, 
56 ;  in  Umbria,  57 ;  the  '  Monna  Lisa,' 
59 ;  Portraits,  63 ;  early  influence  on 
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Raphael,  70,  73,  75 ;  St.  Anne,  82 ;  at 

Rome,  101  ;  Adoration  of  Kings,  122 ; 

Battle    of  Aringhieri,    141,   148,   166; 

his    delineation     of    space,    154 ;     his 

chiaroscuro,  200,  210. 
Lorenzo  di  Credi,  59,  137. 
Loggia  of  Vatican,  101,  167. 


MADAMA,  VILLA,  99,  102. 

Magia,  6. 

Magliana,  Villa,  102. 

Mantegna,  3,  158. 

Marc  Antonio,  Raimondi,  93,  di  Ser  Niccolo, 
107. 

Margherita,  109. 

Mariano,  Fra,  103. 

Medici,  Giuliano  dei,  61,  97,  107;  Lorenzo 
dei,  100,  101,  105. 

Melozzo  da  Forli,  3. 

Mengs,  Raphael,  6. 

Michelangelo,  contrast  with  Raphael,  6; 
at  Florence,  49,  56;  His  'Tondo/  69, 
82,  89,  115;  Influence  on  Raphael, 
64;  opinion  of  Raphael,  109;  hi» 
decoration,  132,  155. 

Misericordia,  Convent  della,  35. 

Modena,  Cardinal  Abbot  of,  98. 

Monte  Cavallo,  41. 

Monteluce,  Nuns  of,  22,  61,  98. 

Morelli,  Giuseppe,  8,  36,  44. 

NASI,  LORENZO,  59. 
Navagero,  98,  portrait,  193. 


PACE,  LUIGI  DELLA,  99. 

Palla,  Giovanni  Battista  della,  60. 

Pandolfini,  Villa,  99. 

Pantheon,  111. 

Paulucci,  103,  105. 

Pellegrino  da  Udine,  104. 

Penni,  Francesco,  52. 

Perugino,  traditionally  Raphael's  first  master, 
7  ;  presence  at  and  absence  from  Per 
8;  chief  of  the  Umbrian  school,  11] 
his  qualities,  16,  68,  and  vices;  1C 
34,  68,  116,  121 ;  closely  imitated 
Raphael,  21,  etc.,  28 ;  failure  to  com- 
pose in  space,  29,  121 ;  so-called  por- 
trait, 36 ;  Combat  of  Love  and  Chastity, 
40 ;  influence  on  '  Vision  of  a  Knight/ 
43;  *  Three  Graces/  45;  antipathy  of 
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Michelangelo,  57 ;  contrasted  in  style 
with  Michelangelo,  64;  '  Entombment,' 
86 ;  traces  of  Perugino's  influence  in 
the  Stanza  della  Segnatura,  115, 123 ;  in 
the  'Madonna  del  Passeggio,'  175; 
Sistine  Madonna,  184 ;  Spasimo,  Visita- 
tion, 209. 

Peruzzi,  Baldassare,  90,  93,  154. 

Piero  della  Francesca,  3,  150. 

Pietro  d'Ancona,  99. 

Pinturicchio,  at  Perugia,  8  ;  supplies  some 
of  Perugino's  shortcomings,  11,  30,  122 ; 
drawings,  26,  34;  'Knight  of  Arin- 
ghieri,'  42 ;  ceilings  at  Rome,  113,  133 ; 
Library  at  Siena,  45,  49,  159. 

Porcari  Brothers,  99. 

ROME,  restoration  of  antique,  111. 
Rosetti,  (Cesarino),  56,  93. 

SAN  GALLO,  Antonio  and  Giulio  da,  58,  99. 

San  Lorenzo,  (Florence),  fa9ade  of,  97. 

S.  Maria  della  Pace,  94,  102. 

S.  Maria  del  Popolo,  99,  102,  174. 

St.  Peter's,  57,  95;  Canons  of,  111. 

San  Severo  (Perugia),  52. 


Sante,  2. 

Santi    )  « 

Sanzio  f 

Sebastiano  del  Piombo,  interview  with  Pope 
Julius,  64,  93  ;  competition  with  '  Trans- 
figuration,' 101 ;  sneers  at  Raphael,  108, 
109;  'Dorothea/  198;  ' Violin-Player,' 
*  Fornarina,'  etc. ,  199 ;  '  Raising  of  Laza- 
rus,' 211. 

Serlio,  61. 

Siena,  38,  45,  49. 

Signorelli,  87,  123. 

Soderini,  50,  60. 

Sodoma,  93,  113,  127. 

Spagna,  Lo,  27,  56. 

Statues  by  Raphael,  99. 

TADDEI  Taddeo,  59. 

Tebaldeo,  97. 

Three  Graces  (Group  at  Siena),  45. 

VENICE  (influence  on  Raphael),  200. 
Vincidor,  100. 
Viti,  Timoteo,  6,  9,  35,  42. 
Vivarini  Bartolommeo,  42. 
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ST.  FRANCIS  OF  ASSISI 


London,  Dul-wich  Collect  Gallery 
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PL  A  TE  XVI 
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St.  Petersburg,  Hermitage 


PLATE  XIX 
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PLATE  XX 
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t  PORTRAIT  (SUPPOSED  PERUGINO) 


Rome,  Borghcsc  Gallery 


1'LA  TE  XX I { 


J.t>a,lon,  .\,ilit»ial  Gallery 


THE    VISION    OF   A    KNIGHT 


ChantUly,  Mus,  e  ConJe 


THE  THREE  GRACES 


PLATE  XXtll 


XXJ1T 


ST.   GEORGE 
15U4-06 


PLATE  XXV 


Paris,  Lonvr 


I.ATI-:  .v.v/v 


tTHE  TERRANUOVA    MADONNA 


,  Kaiser  l-'ritilrifli  Mustum 


PLA  TE  XXVI I 


TE  \.\ri 


THE  TEMPI    MADONNA 


PLATE  XXI 


THE  LARGE  COWPER   MADONNA  (NICOL1NI  MADONNA) 
1608 


Fansliangcr,  Lady  Ctrwfer 


/'/..// A  .V.V.V 


Berlin,  A'aiser  Friedrii/t  Mtistvm 


THE  COI.ONXA    MADONNA 


FLA  TE  XXXI 


THE   ORLEANS   MADONNA 

11 '  A    Ik 


f'LATE  XX Ml 


1'ifii'ia.  Museum 


THE   MADONNA   IN   THE   MEADOW 

(MADONNA  DEL  I-KATU) 


3  . 


PL  A  TE  XXXIII 


Florence,  Ufflz 


THE  VIRGIN    OF   THE   GOLDFINCH   (MADONNA   DEL  CARDELLINO) 


PLATE  \X.\n- 


LA   BELLE  JARDINIERE 


PLATE  XXXI' 


PLATE  XXX  VI 


fkremc,  Pitti  1'alace 


MADONNA  DEL  BAI.DACCHINO 


PL  A  TE  XXXVII 


London,  Bridge-water  House,  Lord  EUesme re 


THE   MADONNA   OF   THE   PALM 


ovj 


O 


PLATE  XXXflll 


SI.  fettrsburg.  Hermitage 

'THE  MADONNA   WITH   THK   I5KARDLKSS   ST.  JOSEPH 


t       // 

Z.L 


" 


\  .  I  0         I  5-  o  v> 


^ 


PL  A  TE  XX XIX 


Munich,  A 'lie  Pinakothck 


THE  CANIGIANI   MADONNA  AND  SAINTS 


A,     £»  . 


PL  A  TE  XL 


THE  TRINITY 


PL  A  TE  XLI 


'LATE  XI.  1 1 


THE   ENTOMBMENT 
1507 


,  Borfhtse  Galltt 


PLATE  XIJIl 


FAITH,  HOPE  AND  CHARITY 
PREDEI.I.A  TO  'THE  ENTOMBMENT' 


Rome,  Vatican 


PL  A  TE 


/ 

2.J> 


ST.  CATHERINE  OF  ALEXANDRIA 


London,  Nations 
Pl~&. 


PL  A  TE  XL  V 


PORTRAIT  OF  THE  PAINTER 


Florence,  Vffizi 


I       .1          J       »» 


I  .  I 


I'LATE  XLVl 


*  PORTRAIT 


i- {61  (tilt,  fillt 


PLATE  XLVII 


PLATE  XLVIII 


Florence,  Ptltt  Palace 


PORTRAIT 


PLATE  XL1X 


PL  AT  EL 


THE  CEILING   OF  THK  STANZA  DELLA  SEGNATURA 


Romt,  I'atuai 


PL  A  TE  LI 


PLATE  1. 1 1 


PLATE  LIU 


PLATE  L1V 


PLATE 


THE   DISPUTA 

(DETAIL) 
STANZA  DELLA  SEGNATORA 


PLATE  LVII 


PLATE  LVlll 


PLATE  LIX 


Rome,  Vatican 


THE    DISPUTA 
(DETAIL) 

STANZA   DELI.A    SEGNATURA 


\TE  LX 


THK    D1SPUTA 
(DETAIL) 


Kane.  I 'a titan 


PLATE  LX1 


ATE  LXll 


PLATE  LXI11 


PLATE  LX1V 


T 

fc      * 

M 
- 

: 
•< 

81 

is 


PL  A  TE  LXV 


PLA  TE  LXVI 


f: 


PLATE  LXl'U 


O    d 

O    « 

O   -i 


PLATE  LXl'llI 


PLATE  LXIX 


o 

uJ      H 

o  S 
o  ^ 
K 
u 


E<     'A 

B 

0 

S 

w 

H 

O 


*  O 

-  33 

^* 


PL  A  TE  LXXI 


W 

Q    < 


a  d 

'—      Id 


ffi    « 

H 

O 

g 

Cd 

ft! 

H 


A  TE  LXXII 


THE    PRESERVATION   OF  CLASSIC   LITERATURE 

(GRISAILLES) 
STANZA  DELL  A  SEGN'ATUKA 


Romt.  VatiCi 


PLATE  LXXin 


THE    MADONNA   OF   THE   HOUSE   OF  ALBA 


St.  Petersburg,  Hermitage 


PL  A  TE  LXX1V 


THE  GARVAGH   OR  ALDOI5RANDINI    MADONNA 


London,  National  Gallery 


PLATE  LXXV 


THE    MADONNA  OF   THE   TOWER 
(MACKINTOSH  OR  ROGERS  MADONNA) 


London,  National  Gallery 


'.ATE  I.XXV1 


JULIUS   II 
1511—12 


PLATE  LXXVII 


JULIUS    II 
1511—12 


fivrence,  Pitti  Palace 


PLATE  LXXl'lll 


°T 

~. 
D      H 

X 

H 

X 


PLATE  LXXIX 


D 

<£ 
O 
Q 
O 

3  § 

W   -=•  o 

K~  a 

w  o 

'sia 


PLATE  LXXX 


O    ~ 

ii 

s 


PLA  TE  LXXXI 


g§ 

w    o 

J     Q 

O    2 
«    Si 

6-j 


I'LATEI.XXXIl 


PL  A  TE  LXXXII1 


I' I.  ATE  l.XXXIl- 


PLATE   LXXXfr 


t-1  _  - 

<  9  a 

fa  o  2 

O  «  3 


!/5     J     J 

-)   <   2 

S     H      G 


_    < 
-    (- 

^     « 


PLATE  L 


THE   LIBERATION   OF  PETER 

(DETAIL) 
STANZA  DELL'  ELIODORO 


Rome,  Vatican 


CI..ATE  L  XX XI' HI 


PLATE  LXXX1X 


THE   LIBERATION   OF    PETER 

(DETAIL) 
STANZA  DELL'  ELIODORO 


PLAIK   JiC 


THE  CEILING  OF  THE  STANZA  DELL'    ELIODORO 


Kami,  I'atii 


PLATE  XCI 


1'I.ATK  XC1I 


PLATE  XCIII 


THE  SIBYLS 
(DETAIL) 


Rome,  Sfa.  Maria  delta  face 


PLATEXCIV 


THE  SIBYLS 
(DETAIL) 


Koint,  Sla.  Maria  del  la  Pace 


PLATE  XCV 


ri.Aii:  \ci'f 


THE  BURNING  OF  THE  BORGO 

(DETAIL) 
STANZA  DELL'  INCENDIO 


Rome.  Vatican 


PL  A  TE  XCl'lI 


THE   BURNING  OB'  THE   BORGO 

(DETAIL) 
STANZA  DELL'  INCENDIO 


PLATE  XCVI1I 


X    u 
C    * 


PL  A  TE  XCIX 


PL  A  TK  C 


O    a 

£      X 

_    - 


PLATE  Cl 


PI.ATF  CI1 


C    - 

H    S 

I! 


PLATE  C1II 


PLATE  CIV 


K 

X  ~ 

*  E 

is  i 


PLA  TE  CIS 


O    g 

ac  « 


K 

•  c 


PLATE  CVI 


X. 

< 

^ 

< 

> 

—       OS 

C    fc 


PL  A  TE  CVU 


t'LATK  CV111 


PLATE  CIX 


PLA  TE  CX 


2  § 

Q  £ 


PL  A  TE  CXI 


PI.A'I'E  CXI  I 


*    7 


PLATE  CXI  1 1 


PLATE 


PLATE  CXl> 


\\ 


rl.ATE  CX I' I 


PLATE  CXVII 


DECORATION   OF  THE  LOGGIA 

(DETAIL) 


Rome,  Vatican 


ri.ATF  CXVIll 


PLATE  CXIX 


Pf.ATE  CXX 


PL,  A  TK  CXXI 


/•/.  A  TK  C.V.V// 


PLA  TE  C  XXI 1 1 


cxxir 


PLATE  CA'X 


PLATE  CXXl'I 


f  a- 


PL  A  TE  CXXVII 


THE   MADONNA   OF  THE   DIADEM 


A     i  . 


Paris,  Lot, 


I          tX-V»Jk. 


PLATE  CXXl'lll 


London,  tirosvenor  House,  Date  of  H'tstminsttr 


THE  WESTMINSTER  MADONNA 

COl'Y   OK    A    LOST   OKlGlXAL 


PL  A  TE  CXXIX 


I.  *    A     V   .1  0 


THE   BRIDGEWATER  MADONNA 

P 


London,  Bridge-water  House,  Lord  EUesiner< 


PL  A  TE  CXXX 


THE  MADONNA  OF  THE  FISH 


Madrid.  Prado 


^ 


PL  A  TE  CXXXI 


London,  Mr.  Newton  Robinso 
THE   MADONNA   DEI   CANDELABRI 


PLA  TE  CXXXU 


THE   MADONNA  OF   FOLIGNO 


PLATE  cxxxni 


THE   SISTINE   MADONNA 


/     //         ( 
i.  I  *  ^ 


PLATE  CXXX1V 


THE   S1STINE   MADONNA 
(DETAIL) 


PLATE  CXXXV 


ST.    SIXTUS 


ST.    BARBARA 


THE   S1STINE   MADONNA 
(DETAILS) 


PL.ATZCXXXV) 


THE    MADONNA    DKLLA    SKDIA 


/  lorena,  Ptlti  /'a/act 


\  '2,  . 


PL  A  TE  C  XXXV I  I 


*  THE  MADONNA  DELLA  TENDA 


Munich,  Alte  PiHakothek 


PORTRAIT  OK  BALDASSARE  CASTIGLIONE 

ft         "" "    1     *  t  ^ 


Far  is.  l.cttvrt 


*-      *> 


PLA  TE  C  XX  XIX 


PL  A  TE  CXL 


A 


PORTRAIT  OF  A  CARDINAL 


Madrid,  PraJff 


PLATE  CXI.  I 


Berlin,  Iluldsi'hinsky  Co.'tection 
PORTRAIT  OF  GIULIANO   Dli'  MEDICI,   DUKE  OF  NEMOURS 


PLA'I'K.  CXLII 


Ftorcna,  Pitti  Palace 

LEO  X  AND  CARDINALS  LUDOVICO  DE'  ROSSI  AND  GIUL10  DE'  MEDICI 


.  I  .  ^    3  .  I/  i  >~  i  * 


PLATE  CXL1II 


JOAN  OF  ARAGON 


Paris,  Louvre 


3  .  It      /S    3  ./    .       I 


PLA  TE  CXLIV 


t  LA  DONNA  VF.LATA 


Flartnce.  ntti  I 


2  .  *      x        I    .  II 


PLATE  CXLl' 


THE    FORNARINA 


Rome,  Barbei  ini  Gallery 


rr.ATt-:  cxu'i 


5.  x. 


PLATE  CXLV1I 


Petworth  House,  Lord  Lecoiifield 
*   PORTRAIT   OF  A  YOUTH 


PLATE  CXf.r/ll 


Munich.  Alte  Pinakolhtk 


PORTRAIT  (BINDO  ALTOVITI) 


PORTRAIT 


PLATE  CL 


PLATE  CLI 


Flartiict,  Pita  Paiaci 
PORTRAIT  OF  TOMMASO  INGHIRAMI 


I' 

/ 


PLATE  CLll 


PORTRAIT   OF   TO  .MM  AM)    INCHIRAMI 


1os/on.  Mrs.  Uaniner 


PLATE  CLIII 


Naples,  Museum 
PORTRAIT  OF  CARDINAL  ALKSSANDRO   FARNKSE 


PLATE  CLll' 


PORTRAIT  OF  CARDINAL   B1BBIENA 


Florence  Pitti  /'a /a ft 


PLATE  CLV 


PORTRAIT   OF    LORENZO   DE'   MEDICI,    DUKE   OF   URBINO  Florence,  Pitti  Palace 


PLATE  CLl'I 


THE  VISION   OF   F.ZEKIEL 


Florence,  Pitti  Palaft 


I* — JL 


Bologna 


ST.    CECILIA 


^ 


I't.ATE  Cl.i'lll 


'LA    PF.RLA' 


Ma.triif.  Pratfo 


ism 


PLATE  CLIX 


»  ti 


THE    HOLY    FAMILY   UNDER  THE  OAK 
H 


PI.ATECLX 


*  THE   "SMALL   HOLY    FAMILY   OF   FRANCIS   Tlli.   FIKSM 


I'  3'   X    »> 


PL  A  TE  CLXI 


THE    MADONNA  DELL'  1MPANNATA 


l-lortnie,  I'itli  Palace 


f-  1  . 


t- 


I  J"  « 


PLATE  CLXll 


THE  MADONNA  OF  THE  ROSE 


3. 


1 


PLATE  CLXIII 


THE   MADONNA   DEL   DIVIN'   AMORE 


•  ,  M  -••• 

i ,  1 1  A  i .   i     j  y »  * . 


&'1 


PLATE  CLXIV 


THE   "LARGE   HOLY    FAMILY  OF   FRANCIS  THE    FIRST 

x  H' . y^  \s is*          j 


PLATE  CLXV 


ST.    MICHAEL 


, 


Paris,  Louvre 


— 


PLATE  CLXVI 


*  */ 


LO  SPAS1MO  Dl  S1C1L1A 

I  :>  I  o  \        ^JL      *  »«-^», 


Madrid,  Prod* 
I 

VJfc»        1 


PLA  TE  CLXVll 


THE    VISITATION 


Madrid,  Prado 

,     •*    -     - 


PLATE  CLXl'lll 


ST.    MAKd.VRET 


Paris,  Lon--rc 


I 


PLATE  CLXIX 


ST.    JOHN    THE   BAPTIST 


Florence,  i'ff.'xi 


t'LATE  CLXX 


ST.  JOHN    THE    BAPTIST 


Para,  Louvre 


PLATE  CLXXI 


THE   TRANSFIGURATION 


PLATK  CLXXll 


THE  CUPOLA  OF  THE  CHIGI  CHAPEI. 
MOSAIC  KKUM  KAPIIAKL'S  DESIGN 


Ro»K,  Sta.  Maria  tie 


PLATE  CLXXIII 


JONAH 

EXECUTED    1JV    LOIiENZETTI 


Rome,  Sia.  Maria  del  Pofolo 


PLATE  CLXXIV 


'J**-~    '-& 


THE    FIRST    DAY. 


THK   THIRD    DAV 


THE  LOGGIE  OF  THE  VATICAN 


PLATE  CLXX1" 


THE    FOURTH    DAY 


THE    FIFTH    AND   SIXTH    DAYS 

THE   LOGGIE   OF   THE   VATICAN 


rLATR  CLXXVJ 


THK    c'KK.VI  ION    OK    KVK 


TJIK    KALL   OK   .MAN 

THE  LOGG1E  OF   THE  VATICAN 


PLAT-k  CLXXVlt 


THE    EXILE    FROM    EDEN 


THE   LABOURS   OF    ADAM    AND    KVE 

THE  LOGGIE  OF  THE  VATICAN 


PLATE  CLXXnil 


THE  BUILDING  OF  THE  AKK 


THE  DELUGE 

THE   LOGGIE  OF  THE  VATICAN 


PLATE  CLXXIX 


NOAH  LEAVES  THE  ARK 


NOAH  S  SACRIFICE 

THE   LOGGIE    OF   THE   VATICAN 


PI.ATP.  CLXXX 


ABRAHAM    AM)    M  KI.CHIZfc.Ui 


THE   COVENANT    WITH    ABRAHAM 

THE   LOGG1E  OF  THE  VATICAN 


PLATE  CLXXXl 


ABRAHAM    AND   THE    ANGELS 


LOTS  FLIGHT 

THE  LOGGIE  OF  THE  VATICAN 


PLATE  Cl.XXXll 


GOD    APPEARING   TO   ISAAC 


ISAAC  AND   REBECCA 

THE  LOGG1E  OF  THE  VATICAN 


PLATE  CLXXXII1 


ISAAC    AND   JACOB 


ISAAC    AND    ESAU 

THE  LOGGIE  OF  THE  VATICAN 


PL  A  TE  CLXXX1V 


JACOBS   LADDER 


.JACOB    AND   RACHEL 

THE   LOGG1K  OF  THE  VATICAN 


PLATE  CLXXXV 


JACOB   ASKING    FOR    RACHEL'S   HAND 


JACOBS    FLIGHT 

THE  LOGGIE  OF  THE  VATICAN 


PLA  TE  CLXXXl'I 


JOSETH    TELLS    HIS    DREAM 


JOSEPH   SOLD   BY   HIS    BRETHREN 

THE  LOGGIE  OF  THE  VATICAN 


PLA  TE  CLXXXVII 


^  :yu  /.  <n  >t 


POTIPHAR'S  WIFE 


PHARAOH  S    DREAM 

THE  LOGGIE  OF  THE  VATICAN 


PLATE  CLXXXV1U 


THE   FINDING  OF 


THE   BURNING   BUSH 

THE  LOGGIE  OF  THE  VATICAN 


PLATE  CLXXX1X 


THE    I'ASSAGli   OK    THE    RED   SEA 


MOSES   STRIKING   THE   ROCK 

THE  LOGGIE  OF  THE  VATICAN 


PL  A  TE  CXC 


MUStS    RECEIVING    THE    'I  AlJLtS   OK 


THE    GOLDEN    CALF 

THE   LOGGIE  OF  THE  VATICAN 


PLATE  CXCI 


THE    PILLAR   OF    CLOUD 


MOSES   SHOWING   THE   TABLES 

THE  LOGGIE  OF  THE  VATICAN 


PLATE  cxcrr 


THE    1'ASSAGE    OF   THE   JORDAN 


THE    FALL   OF   JERICHO 

THE  LOGGIE  OF  THE  VATICAN 


JOSHUA    STAYING   THE    SUN 


THE    DIVISION    UK    THE    1'KO.MISED    LAND 

THE   LOGGIE   OF  THE  VATICAN 


PL  A  TE  CXCIl' 


SAMUEL    ANOINTS    DAVID 


DAVID    AM)   GOLIATH 

THE  LOGGIK  OF  THE  VATICAN 


PLATE  CXCV 


THE   TKIU.MI'H    OF    UAVIU 


DAVID    AND    BATHSHEBA 

THE   LOGGIE   OF   THE   VATICAN 


PLATE  CXCV1 


THK    CONSECRATION    OK    SOI.OMi'N 


DIE   Jl'lH.MKM    OK    Sol.oMoN 

THK   LOGGIE  OF  THK   VATICAN 


PLATE  CXCVIf 


THE    O.UEEN    OF    SHEBA 


THE   LOGCJIE   OF   THE   VATICAN 


PLATE  CXCVII1 


THE    ADORATION    OF   THK    SIIICI'IIKKDS 


THE    ADORATION    OF    THE    MAGI 

THE  LOGGIE  OF  THE  VATICAN 


PLATE  CXC1X 


THE    UAPTIS.M    OF    CHRIST 


THE    LAST   SL'l'l'ER 

THE   LOGGIE   OF   THE  VATICAN 
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